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ABSTRACT 
The objective ofthis thesis is to explore the application of Schenkerian analysis to 
per formance interpretation. This objective is implemented by conceptualizing the role of 
analysis in performance-the ideal of applied analysis—and going through three analytical 
stages. The concept ofapplied analysis is formulated with reference to a general literature 
survey on the application of analysis to performance. The three analytical stages include: 
(1) a study ofSchenker's original analysis and performance commentary of Chopin's G-flat 
major etude, op.lO, a summary of some of his essays related to performance, and a 
summary of Rothstein's study of Schenker's annotation ofBeethoven sonatas; (2) a study 
ofthe practice of applying Schenkerian analysis to performance by other theorists; and (3) 
a Schenkerian analysis and performance suggestions of Chopin's B minor sonata (1st mvt) 
by the present author in the lights of the concept of applied analysis and the principles of 
deriving performance suggestions formulated in the previous stages. 
The present study is valuable to those interested in the application of Schenkerian 
analysis to performance. The ideal of applied analysis, formulated in terms ofits relevance 
to performance issues, its precision in giving performance suggestions, and its capability of 
offering positive instructions, guides the examination of theoretical works of Schenker 
himself and of other theorists, and sets the direction for performance interpretations of 
Chopin's sonata movement. The structural features discovered from Schenkerian analysis 
are found to be relevant and decisive in performance issues such as articulation, temporal 
nuance, dynamic shading, and the like. The precision of performance suggestions depends 
on the terms used in one's verbalization. Schenker and other theorists achieve with 
varying degrees of success in this respect. The ways of giving performance suggestions, 
of Schenker himself and other theorists, are mostly positive even though some of the 
suggestions are ambiguous. Interestingly, some theorists tend to make performance 
suggestions in a negative way that telling performers what not to do. However, the 
present author contends that performance suggestions, not intended to be binding, should 
be given positively to avoid ambiguity and abstraction. 
Players or listeners of Chopin's music can benefit from the analysis and the 
performance suggestions. The originality offered by the analysis and the performance 
suggestions should not be underestimated. Although the analysis in this thesis is not the 
one-and-only reading of the sonata movement, it is unique in its discovery of some 
structural features not found in other anaylses , for example, the subsidiary structural lines 
in the exposition section, the shifting tonicizing gestures in the development section, and 
the enlargement found throughout the movement. Some of the performance advices given 
coincide with the performance instructions of Chopin and those of other interpreters of 
Chopin. The use of Schenkerian analysis in performance provides not only a rational basis 
but also an unique way of interpreting music in performance. 
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In his book How Musical Is Manl, John Blacking named the first chapter 
"Humanly Organized Sound."i Although this phrase has its ethnomusicological meaning, 
it marks the significance of actual performance of music if read literally. Among various 
forms of existence, music as score, as recording, as performance or as aural image in 
mind, musical performance is a common concern, if not the most important, of various 
kinds of music workers. Music making is a global phenomenon. No matter what kinds of 
musical tradition, literate or oral, there exists music for games, for work, for ceremony, 
for entertainment，and for appreciation. The actuality of performance lies in its nature as a 
process through which sound is humanly organized into music. 
It is generally and undoubtedly agreed that artistic interpretation is crucial to 
achieving a good performance.^ Artistic interpretation is an area which allows performers 
to exercise their creative freedom.^ The basis on which performers rely can range from 
knowledge of music analysis and performance practice/ to the composer's intention. 
Leinsdorf (1981) points out the importance of analysis, performance practice, and 
composer's style and intention to a conductor. In his critique of Pablo Casals's 
performance of Sarabande from J. S. Bach's Suite No.2 in D Minor for unaccompanied 
cello, Planer (1989) stresses the importance of knowing the composer's intention and 
analyzing the score to performers. In addition to the knowledge of composer's intention 
and performance practice, both as measures of authenticity, music analysis is commonly 
recognized as a helpful tool for performers. 
iJohn Blacking, How Musical ZyMj"?(Seattle: University of Washington Press, 1973). 
2performance considered in this thesis refers to lhe live human performance. Due to the technological 
advance in recent decades, performance using electronic instruments or other computer-driven 
instruments has changed the way of human participation in musical performance which is an issue outside 
the scope of this study. 
^The concept that performance is a creative art is the basis of the idea of multiple interpretation. 
Performance as art implies that there should be no "best performance." Even though a historically and 
stylistically authentic performance can be a reasonably good performance, it is not necessarily the best 
performance. 
^A movement, which is usually called historical performance movement, has evolved since the 1950s. For 
an overview, please read Chapter 6 "The Historical Performance Movement" from Joseph Kerman, 
Musicology (London: Fontana Press, 1985). 
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When talking about music analysis as a rational task, the practice of intuitive 
thinking is often taken into consideration as well. Concerning the difference between 
analysis and intuition, Leinsdorf(1981) insists that instant interpretation is not a substitute 
for understanding borne of study. The comparatively low level of reliability of intuitive 
interpretation is also suggested by Berry (1989) who thinks that intuitive interpretation is 
inadequate to solve interpretive problems. In the review of Berry's book Musical 
Structure and Performance, John Rink (1990) recognizes the value of intuition by 
distinguishing "informed intuition" from "uninformed intuition." Thus, even if intuitive 
thinking has its place, music analysis as a rational activity is always a reliable tool. 
THE ROLE OF ANALYSIS W PERFORMANCE 
It is widely claimed that analysis can be "applied" to performance.^  Inspite of the 
difference in their theoretical beliefs and interests, scholars have a common view that 
musical structure should be expressed in performance by performers. This common idea 
was articulated in the essay of Fletcher (1959) and the treatise of Stein (1962). Many 
authors also have produced theoretical works to show the possibility of applying music 
analysis to performance though they might use different theoretical approaches and have 
different opinions on the limitation of applying analysis to performance. To be sure, these 
studies have much to offer to the formulation of what an "applied" analysis would be like. 
In his book The Dynamic Performance, Barra (1983，16-7) says that a dynamic 
performance depends on performers' ability to vary the primary tonal attributes such as 
tempo and dynamics according to the salient structural characteristics of the music. He 
sees music as a process of evolution which depends on the interaction of melody, 
harmony, and meter. This conception is similar to the one held by Berry (1989, 3-4) who 
conceives music as a functional process which is full of directed tendencies. He regards 
^To be sure, the analysis-performance relationship can be conceived in three ways: namely that (1) 
analysis helps performance; (2) performance helps analysis; and (3) mutual influence ofbotli of them. 
The first way is treated in detail in this text. The second way is the conception that performance of a work 
can yield aural insights into analysis and theoretical understanding of that work, (see for example Cook 
1987) The third way is that analysis, apart from its use to solve performance problems, can be more 
convincing if it is based on the practical experience gained from preparing a performance, is represented 
• by Lochhead and Fisher (1982)，Fisher and Lochhead (1993)，and Riiik (1990). 
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tempo and articulation as the two main realms of interpretation which are left to 
performers' manipulation for better performance. 
Levy (1979) and Beach (1987) specifically discuss the application of Schenkerian 
analysis to performance through some examples of music analysis and performance 
suggestions. The doctoral dissertations ofYaDeau (1980) and Locke (1985) are also in-
depth studies ofthis kind. In view of the difficulties in reading Schenkerian voice-leading 
graphs, Larson (1983) illustrates the use of a more readable form of analytical notation, 
which is called durational reduction, in preparing p e r f o r m a n c e . Instead of directly 
applying Schenkerian analysis and giving performance suggestions, Hefling (1987) detects 
the correlation between the dynamic markings in Quantz's Adagio and its structure 
uncovered by Schenkerian analysis. The positive findings lead him to the conclusion that 
Schenkerian analysis can contribute to a good musical performance. 
Apart from the Schenkerian approach, there is a perception-based approach 
represented by Meyer and Narmour. In his book Explaining Music, Meyer (1973, 31-42) 
claims that music should be carefully phrased if its hierarchic structure of rhythm is to be 
retained. Part of the book is devoted to formulate his theory of implication and 
actualization. This theory, now known as .the implication-realization model, is further 
formalized by Na rmour? and supported by findings from extensive empirical research. 
Narmour (1988) also claims that this analytical theory enables performers to achieve better 
performance. Based on Narmour's theory, music structure is seen as a hierarchy with 
multiple levels of closure which are determined by the degree of 
congruence/noncongmence of musical parameters. By using an excerpt from Richard 
Strauss's Der Rosenkavalier, composer's performance instructions are found to be 
supported by the implication-realization theory. He concludes that by controlling 
^This technique of durational reduction is thoroughly discussed in several articles written by Carl 
Schachter contained in the fourth and the fifth volumes of The Music Forum. 
^After his book Beyond Schenkerism，Narmour started to develop the theory of implication and 
realization on the basis of extensive music perception research. The titles of two treatises published are 
The Analysis and Cognition of Basic Melodic Structures: The Implication-Realization Model (1990) and 
TheAnalysis and Cognition of Melodic Complexity: The Implication-Realization Model (1992). Both are 
published by the University of Chicago Press. 
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dynamics and durational changes, performers are able to further enhance composer's 
intention. (Narmour 1988，331-4) 
Although these contributions are of different theoretical/analytical approaches and 
ofdifFerent ways of presentation，they all come to an agreement that ifan analysis is to be 
useful to performers, its analytical concerns should be directly related to performance 
issues. That means such an "applied" analysis should shed light on performance decisions 
such as tempo, dynamics, articulation, and the like. 
Although scholars generally agree that an applied analysis should address 
performance issues, they have different opinions on the authority and limitation of 
applying analysis to performance. First, some scholars think that analysis should direct 
performance. Second, some contend that the relationship between thejobs of analysis and 
performance is a partial overlap. Third, due to a wide variety of analytical approaches, 
some scholars explicitly admit the multiplicity of interpretation. 
For instance, instead of seeing music analysis as one of the ways to generate 
performance suggestions, Cone (1960，174) defines more strictly that "[a]n analysis is a 
direction for a performance." This strict definition of analysis-performance relationship, 
that analysis has a higher authority over performance，resembles the position held by 
Heinrich Schenker who also regards performance as an objective and inevitable result of 
music's structure (Rothstein 1984，5).8 In the subsequent publications by Cone (1968， 
1985)，he investigates the nature of formal structure (e.g. introduction and postlude) and 
its implications in performance interpretation. 
^Schenker thought that dynamics can be derived frorn the hierarchic structure of niiisic. This idea was 
repeated many times iii his own theoretical essays. Moreover, when talking about the performance of 
particular works, he often offers precise performance instructions--especially those concerning the 
treatment of foreground events, short span linear progression, and enlargement. To confirm the relevance 
of his theory to performance, he attempts to materialize his principles of performance based on his theory. 
However, Schenker has not offered any specific instruction on how to express long span linear progression 
and Urlinie. The lack of specificity on this matter is interpreted by Burkhart (1983) as a kind of partial 
overlap position on the analysis-performance relationship held by Schenker. According to Burkhart 
(1983，96)，"[w]hile he (Schenker) often vividly expressed his convictions on the benefits of applying his 
theory, he did not think that such application would automatically produce a good performance. . . . By 
no means did he ignore the intuitive side of performing, but in his writings he focused on the objective 
side." Burkhart (1983, 112) explains that Scheaker's theory of "levelled" dynamics appears in his 
publications and not at all after 1926—the second yearbook of Das Meisterwerk in der Miisik--m\d suggests 
the possibility that Schenker might eventually have dropped that theory of dynamics. 
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Unlike those who see music analysis as a direction to performance, Burkhart 
(1983)，Kamien (1983)，Schmalfeldt (1985)，and Dunsby (1989) regard analysis just as 
part of performers' job, that analysis is somehow limited in "assisting" performance 
although it is a helpful tool to performers. Burkhart (1983) reveals the usefulness of 
Schenkerian theory in performance by illustrating the application ofSchenkerian concepts 
including motivic parallelism and background in performance decision making. While he 
claims the fruitfulness of such application, he recognizes that "[t]he particular means of 
execution—be it articulation，rhythm, tone color, dynamics, or a combination of these—that 
the player employs to interpret the diminutions on the surface will depend ultimately on his 
personal style." (Burkhart 1983，112) Although Kamien (1983) shows that analysis 
reveals and clarifies relationships that govern a musical work, he also points out that a 
specific relationship revealed and clarified by analysis can be projected in a variety of 
ways. By assuming both roles of analyst and performer, Schmalfeldt (1985, 28) arrives at 
a similar conclusion that "[o]f all the benefits I (the Analyst) have gained from 
collaborating with my friend the Performer, the first among these is the confirmation that 
there is no single, one-and-only performance decision that can be dictated by an analytic 
observation'' (italics in original) In the guest editorial of the volume eight of Music 
Analysis, Dunsby (1989) states that the relationship between performance and analysis 
should be a partial overlap, not a complete overlap. He points out that discovering 
relationships from score is not the same as telling someone how to present or perform. 
Along with this line of thought, some scholars direct their focus on music of the 
twentieth century. Wuorinen (1976) remarks that to solve the difficulties of performing 
contemporary music, especially the rhythmic difficulties, analysis can provide performers 
with a tool to interpret the score more intelligently and meaningfully. Wintle (1982) and 
Larson (1987)，who also recognize the limitations applying of analysis to performance, 
offer tonal frames to atonal music with the aim to help performers shaping the 
performance of atonal works. Instead of telling performers exactly how to realize the 
music, all of these scholars offer performers with their music analyses alone believing that 
performers will figure out how to benefit from the knowledge of the musical structure. 
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Apart from those seeing a variety of ways to project a specific musical relationship, 
there is an explicit view that different analytical results lead to a multiplicity of 
performance interpretations. In his book Interpreting Bach's Well-Tempered Clavier, 
which is based on the lectures given at the University of California, Berkeley and Yale 
University, Kirkpatrick (1984，127) claims that a good performance includes both the 
realization of composer's intention and the contribution of performer's interpretation. The 
latter implies that there are multitudes of performance interpretation and that there should 
be no best performance but a comparatively better performance is possible. A variety of 
approaches, including historical, esthetic, melodic, rhythmic, and harmonic approaches, 
are discussed in the book. Berry (1989, 10) also recognizes the impossibility of reaching 
the best or correct interpretation because of diverse reasonable analyses of music and 
various interpretations of a single musical structure. But he emphasizes the useftilness of 
analysis by saying that there are infinite possibilities of misrepresenting and analysis should 
tell the performer what should not be done. 
The differences in opinion on the authority and limitation of applied analysis offer 
further insights into the characteristics of such an analysis. In addition to the relevance of 
analysis to performance as admitted by many scholars，it should be pointed out that 
analytical observations should be communicated to performers in precise and definite 
terms. That means an applied analysis should define what structural features to express 
and what performance effects to produce/control. As inferred from the limitations of 
analysis that there are many ways to realize the same analytical observation and that 
different analyses may yield different interpretations, it becomes apparent that no matter 
how clear a performance interpretation is, it is only a suggestion and should not be 
imposed as binding. 
PURPOSE AND SCOPE OF THE STUDY 
The purpose of the present study is to demonstrate and explore the application of 
Schenkerian analysis in making performance decisions. To show that Schenkerian analysis 
can be applied to performance, the analysis should offer analytical findings relevant to 
performance which should be decisive on matters such as tempo, dynamics, articulation, 
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phrasing, and the like. Moreover, presentation of analytical observations to performers 
should avoid abstraction; rather, these observations should be expressed in precise and 
definite terms. Finally, the present author would give performance suggestions in a 
positive way (e.g. what to do instead of what not to do) although there may exist a variety 
of means to express the same analytical finding. These suggestions should be seen as 
suggesting plausible way(s) of realization among other alternatives. 
In order to achieve the research objective, to demonstrate and explore the use of 
Schenkerian analysis as a basis for generating performance suggestions, the research 
design of this thesis consists of three analytical stages, ln the first analytical stage, 
Schenker's original analysis of Chopin's Etude in G-flat Major, Op.lO，No.5 and 
performance commentary are studied for an understanding of Schenker's own way of 
making performance suggestions.^  In addition to the study of Schenker's analytical essay 
on Chopin's etude, other performance related essays from Kalib's (1973) translation and 
Rothstein's (1984) study of Schenker's edition of Beethoven piano sonatas are also 
summarized to further illuminate Schenker's views on performance. In the second 
analytical stage, the practice of applying Schenkerian analysis in the formulation of 
performance interpretations is reviewed in an attempt to understand how other theorists 
and analysts use Schenkerian analysis in the practical way. From the theoretical works of 
Schenker and other theorists, principles of giving performance suggestions are 
summarized for use in the last stage. The last analytical stage presents the present 
author's original analysis of the chosen piece (the first movement of Chopin's Piano 
Sonata in B Minor, Op.58)io using the Schenkerian approach. Performance suggestions 
^The English translation of Schenker's original publication by Sylvan Kalib (1973) is used in this study. 
Since the translation contains the essay on op. 10，no.5 but not no.6, the present author studies the essay on 
no.5 alone in the first analytical stage. 
iOThe Polish Complete Edition of Chopin's piano sonatas is used for the purpose ofthis study. The 
editors of this widely distributed edition include Paderewski, Bronarski, and Turczynski. The problem of 
an authentic Chopin edition is still controversial nowadays. Thomas Higgins (1981, 75) evaluated seven 
editions of Chopin's piano music and concluded that "[a]n edition of Chopin's music that is satisfactory in 
every respect still does not exist and may in practice prove unrealizable; but as long as the lofty goal 
survives in publishers' hopes, still more editions are likely to appear." The seven editions evaluated 
include: (1) the Polish Complete Edition; (2) the Polish National Edition; (3) the Wiener Urtext Edition; 
(4) the Henle Urtext Edition; (5) the Schirmer Edition; (6) the First Critically Revised Complete Edition 
ofLeipzig reprinted in the U.S. by Belwin-Mills; and (7) the Oxford Original Edition. 
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are given on the basis of the original analysis and in the light of previous practices 
including those of Schenker and others. 
Since the present study is limited to the exploration of applying Schenkerian 
analysis to making performance decisions, Schenkerian analysis is regarded as a tool for 
performers. It is not an exposition or defense of Schenker's theory. No attempt is made 
to compare the Schenkerian approach with other analytical methods. Despite that 
Chopin's B minor sonata is selected for this study, no part of the study aims at evaluating 
the existent editions of Chopin's music or preparing an authoritative edition of Chopin's 
music. Although this study involves an analysis of Chopin's music, it is not a study of his 
compositional practice or pianism. Moreover，this study is not a formulation of 
Schenkerian pedagogy for performers although it can be regarded as a motivation for such 
an attempt. Although performance suggestions are given on playing Chopin's B minor 
sonata (1st movement), discussion of difference schools of performance technique is 
outside the scope of the present study. 
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CHAPTER 2 
SCHENKER'S VIEWS ON PERFORMANCE 
& 
In order to understand Schenker's views on performance and how Schenker 
himself derives performance suggestions from his analysis of music, four steps are taken in 
this chapter. First, Schenker's concern for performance is disclosed by studying his 
statements on this matter from his last treatise Free Composition. Second, Schenker's 
own analysis of Chopin's Etude in G-flat Major, Op.lO, No.5 and his commentary on the 
performance of this etude are studied. From the study of Schenker's own work, 
Schenker's principles of making performance interpretation from analysis are formulated. 
Third, principles of giving performance commentaries from other selected theoretical 
essays by Schenker are summarized. Fourth, findings from Rothstein's study ofSchenker's 
edition ofBeethoven's piano sonatas are summarized. 
SCHENKER'S CONCERN FOR PERFORMANCE 
Heinrich Schenker was born in 1868 and died in 1935. His earliest publication is 
dated 1891. From that year on，he was engaged in various kinds of writing and music 
editing. According to the series of Schenker bibliographies compiled and annotated by 
David Beach (1977，1979，1985), Schenker's publications can be categorized as 
theoretical works, editions of music, and articles. 
Schenker's theoretical works were published in a form of either monographs or 
series, (see Appendix A) The only exception is the Five Graphic Analyses (1932) which 
presents music analyses in purely graphic means without written commentaries. The 
monographs include A Contribution to the Study of Ornamentation (1904), 
Instrumentations-Tabelle (1908), Beethoven's Ninth Symphony (1912)," and Johannes 
Brahms. Oktaven und Quinten (1933). Among them, Beethoven's Ninth Symphony 
(1912) is a music analysis furnished with commentary which covers problems including 
performance interpretation. The series include New Mtisic Theory and Fantasy 
1 iThis monograph is translated into English by John Rothgeb and published by the Yale University Press 
in 1992 as Beethoven's Ninth Symphony. 
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{Harmony: 1906; Counterpoint 1910 and 1922; Free Composition-. 1935), Ten Issues 
(1921-24), and the three yearbooks Das Meis1er in der Musik (1925，1926, 1930). The 
ten issues and the three yearbooks are collections of essays on his theory and music 
analyses with commentaries. New Music Theory and Fantasy is a series covering the 
widest time span, from 1906 to 1935. It is also generally regarded as a series which 
reflects the formation and the development ofhis theory. To disclose Schenker's concern 
for performance, his statements about performance from the last volume ofthis series Free 
Composition are considered. This treatise is generally regarded as a work showing the 
final stage of development ofhis theory. 
Several points regarding performance can be extracted from Free Composition}^ 
they are about the concept of organic c o h e r e n c e / � the singing manner of performance，the 
idea of concealed repetition,i^ the expression of rhythmic characteristics and the 
importance of repeat marks required by composers. 
With regard to coherence, Schenker argues that "the performance of a musical 
work of art can be based only upon a perception of that work's organic coherence." 
(Schenker 1935/1979, 8) This idea gives rise to consequences that motive, theme, phrase, 
and bar line should be transcended. In other words, true musical punctuation strives 
toward more distant goals.i5 Moreover, performers should not destroy linear progressions 
and should let the coherence to be heard but, at the same time, need not emphasize 
fundamental line. 
The singing manner of performance can be summarized in his writing that 
"everything in a genuine masterwork is song-like." Schenker draws our attention to the 
performance of diminution which, derived from background through various levels of 
l2Ernst Oster's translation of Free Composition is used in this study. 
i3Schenker regards the structure ofthe great masters' music as organically coherent. For further details, 
please read the opening chapter of Free Composition. 
i4lt is opposed to the conventional sense of surface repetition which refers to strict imitation，inversion, 
augmentation, contraction and the like. Concealed repetition is a motivic phenomenon occurring at 
higher levels of diminution. There is also an essay by Charles Burkharl (1983) which deals with the 
application of Schenker's theory to performance in which the idea of concealed repetition is discussed. 
There are several terms referring to the same kind of motivic phenomenon such as motivic parallelism 
and enlargement. 
l5see also the article by David Beach (1987) who is concerned with both short range and long range goals 
of tonal motion discovered by Schenkerian analysis. 
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voice-leading, sings its way through all these seconds (step motions) of fundamental line. 
(Schenker 1935/1979, 98) 
Schenker distinguishes the concealed repetition from the conventional repetition 
where the former is a higher level structure and is essential to the organic coherence ofa 
musical structure while the latter is a foreground feature, although he admits that 
awareness ofboth surface and concealed repetitions'^ is advantageous to performers. His 
idea can be seen from the statement that "we learn to recognize such (concealed) 
repetitions as the prime carriers of synthesis in order to be able to express them in 
performance." (Schenker 1935/1979, 99-100) 
With respect to the performance of the rhythmic character of music and the 
importance ofrepeat marks, respectively, Schenker writes about the playing of syncopated 
rhythms that "it is the responsibility of the performer primarily to express the special 
rhythmic characteristics of a composition，as they sometimes coincide with the meter, 
sometimes oppose it" (Schenker 1935/1979, 126) and about the execution of repeat marks 
that "the actual performance of repeats is indispensable for establishing correct balance 
within the form. Hence it is not merely up to the performer whether or not he wants to 
play them. . . . The omission of repeats which is so wide-spread today must be viewed as a 
violation ofform." (Schenker 1935/1979, 129) 
Despite that he has his own position on the issue of performance, Schenker does 
not suggest any specific interpretative means for the performer in Free Composition as 
revealed in the following passages. He writes that "[t]he player who is aware of the 
organic] coherence of a work will find interpretive means which allow the coherence to 
be heard." (Schenker 1935/1979，8) And "[i]n view of the fact that the masters based 
their syntheses mainly upon such relationships [concealed repetition], there can be no 
doubt of the importance of projecting them-it remains only to find the specific means of 
achieving such projection." (Schenker 1935/1979, 100) 
The general statements from the Free Composition show that Schenker is 
concerned with the effects of analysis on performance decision making. These statements, 
i6There is a detailed discussion on concealed repetition and its relevance to performance in the chapter by 
Charles Burkhart (1983) in Aspects of Schenkerian Theory edited by David Beach. 
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which are addressed to performers, cover the topics of organic coherence, linear 
progression, concealed repetition, rhythmic characteristics, and repeat marks. Organic 
coherence and linear progression can be achieved only through satisfactory expression of 
the fundamental structure and linear progressions at various stages. Concealed repetition 
depends on expressing the correspondence between motives at different structural levels. 
Being guided by these statements and knowing that there is no specific means suggested in 
that book, the present author proceeds to study Schenker's music analysis and its related 
commentary. In the next section of this chapter, Schenker's own analysis of Chopin's 
piano etude in G-flat major, Op.lO, No.5 and its performance commentary are studied. 
SCHENKER'S ANALYSIS OF CHOPESf'S JETUDEi? 
This section presents a study of Schenker's theoretical essay which contains an 
analysis of Chopin's G-flat major etude, Op.lO, No.5 and its performance commentary. 
This essay is chosen from book one of Schenker's Three Yearbooks Das Meisterwerk in 
der Musik. There are four reasons for choosing this essay. First, the chosen work is not 
an analysis alone but also accompanied with commentary on performance showing how 
Schenker himself arrives at a specific interpretation. Second, instead of analytical extracts, 
the work is an analysis of a whole piece of music so as to show the integrity of that 
analysis and interpretation. Third, the choice of the essay on Chopin's etude has the 
advantages of studying how Schenker interprets Chopin's music in general and fourth, 
how he handles the performance of piano music. i8 
17丁0 facilitate reading music analyses in lhis lhesis, sclcctcd analytic examples arc given wilhiii tlic lcxt 
and the complete voice-leading graph is provided in the Appendix B. Concerning lhe use of measure and 
beat numbers, lhe lower case "m" and "mm" followed by nuniber(s) refer to a particular mcasurc and a 
specified range ofmeasures respectively. The lower case "b" and "bb," which refer to beat, have a similar 
usage ofthe "m" and "mm." Therefore, m l b l refers to measure one beat one whereas mml-5 refers to the 
passage from measures one to five. All these arrangements of music examples and system of measure and 
beat numbers are adopted consistently throughout the whole thesis. Concerning the hierarchic levels of 
Schenkerian analysis, although some other authors may use terms such as "earlier" and "later" levels, the 
following terminology is used throughout the present thesis that "higher" levels refer to those near lo the 
background whereas "lower" levels refer to those near to the foreground. 
i8According to the index compiled by Laskowski (1978)，among Scheiiker's analyses of Chopin's piano 
music, only Chopin's Etudes, Op.lO, Nos. 5 and 6 are analyses of the whole pieces with performance 
commentaries. Moreover, due to the facts that this study uses tlie English translation of Schenker's 
original publication by Sylvan Kalib (1973) and that the translation contains the essay on Op. 10，No.5 but 
not No.6, the present author selects the essay oii Op. 10, No.5 in the first analytical stage. 
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The essay chosen consists of four parts.i9 They are: (1) Schenker's own analysis 
of Chopin's etude (Kalib 1973，2: 109-118); (2) commentary on the manuscript (2: 118-
121); (3) performance suggestions (2: 121-123); and (4) criticism of an analysis of the 
same piece by Hugo Leichtentritt (2: 123-129).2o Discussions on Schenker's analysis and 
his performance suggestions are presented below. 
Structure of Chopin's G-flal major elude 
The structure of the etude is described in a composing out approach--from its 
background to foreground levels. Schenker conceives the structure of the etude as a 
A A A A A A 
three-part form which is resulted from an interrupted Urlinie (3-2 II 3-2-1). The first 3 
which is prolonged throughout the first part of the piece (mml-16), is established 
chordally instead of being reached by initial ascent. This 3 is supported by I which leads 
to V in ml6 through a tonicization of V by 11^ ^ in ml5. The second part (mml7-48) 
features the 2 which continues to be supported by V. An interruption separates the 
A八A 
second part from the third (mm49-67) which brings the Urlinie to a close 3-2-1 over the 
progression ofI-II-V-I. Schenker regards the music from m67 onwards as a coda, (see 
Ex.2-1) 
At a lower level as shown in Ex.2-2, all three parts are further shown to be two-
part structures themselves. The first part is seen as an antecedence-consequence structure 
which is made possible by a divider III^^ in m8. Thus the resulting harmonic support 
becomes (I-III^^)-(I-V). The insertion of this III^^ produces a neighboring note motion 
(Gb-F-Gb) and a chromatic motion (Db-D^ -Db) in the middle voices. While this III# is 
approached by II in m7, the V harmony in ml6 is correspondingly approached by lrt^. 
The second part in itself consists of two subdivisions: mml7-20 and 21-41. 
Although both of them originate from the same third-line (Ab-Gb-F)，the difference in 
their lengths is due to the fact that the latter subdivision comes from a third-line of longer 
i9The English translation ofthis essay appears in Sylvan Kalib's doctoral dissertation (1973，2: 108-129). 
20Schenker points out several mistakes in the autograph and criticizes subsequent editions of the etude 
based on his analysis of that etude. Moreover, by contrasting his analysis and that of Hugo Leichtentritt, 
he criticizes Leichtentritt's analytical conclusion as faulty. Since these are out of the scope of this thesis, 
the second and the fourth parts of the essay are not considered. 
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temporal span. The harmonic support of the whole second part is mainly V and the 11^ ^ 
preceding V is seen as auxiliary in function. The third-line (Cb-Bb-Ab) in m48 leads the 
A A 
tonal motion back to the 3 of Gb tonality in m49 which interrupts the 2 from arriving at 
A 
the 1 directly. 
Ex.2-1: Three-part structure (from Kalib 1973, 2: 109) 
PtVf '^ ^|ctS^ P^rt3 
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Ex.2-2: Two-part subdivisions (from Kalib l973, 2: 109) 
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The return to the 3 signifies the beginning of the third part. This part can be 
further divided into two subdivisions: mm49-56 and mm57-67 respectively. The 
A . • . . 
prolongation of that 3 forms the first subdivision which is supported by I. The second 
A 
subdivision, which is supported by II-V-I, brings the Urlinie to a close through 2 and then 
A 
1. The Urlinie of this part (Bb-Ab-Gb) undergoes diminution that makes the structural 
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line a trill-like motion (e.g. Bb-Ab-Bb-Ab, Ab-Gb-Ab-Gb, etc). Schenker regards the 
music from m67 onwards as coda rather than a part comparable to the previous three parts 
because the Ursatz is completed by m67 even though he is aware of the fact that the music 
from m67 on is suggestive of that from ml7 on. 
Apart from the higher level of diminution, Schenker also points out some specific 
foreground features of the etude. These features include linear progression at a lower 
level of diminution, neighboring motion, obligatory register, octave transfer, and 
arpeggiation. Concerning the use of third iine, Schenker observes that there are 
phenonmena of augmentation and diminution of the third line. For instance, in the second 
subdivision of the etude's second part and within the long range third line (Ab-Gb-F) of 
that subdivision, there appears twice a third line (Bb-Ab-Gb) in mm27-28 which is also 
augmented in mm31-32. As another example, there is a diminution of the Urlinie of this 
piece (Bb-Ab-Gb) in the coda at m79. 
Neighboring motion is also a significant feature of this etude. The neighboring 
motions appear in various registers either as ornaments of the fifth and the eighth scale 
degrees or as ornaments of fundamental tone of linear progression. In mml-4, a 
neighboring motion (Db-Eb-Db), which embellishes the fifth scale degree Db, appears 
three times. There is a special instance of enlargement of this neighboring motion in 
mm58-65. The first Db of the motion, which appears in mm58 and 60，is replied by Eb-
Db in m65. Another neighboring motion that exists as an ornament of the first scale 
degree is Gb-Ab-Gb in mm67-68. This motion (mm67-68 and 71-72) alternates with its 
counterpart motion Db-Eb-Db (mm69-70 and 73-74). As an embellishment of a 
fundamental tone, the neighboring motion Ab-Bb-Ab in mml7-18 is in fact part of the 
third line Ab-Gb-F which lies over mml7-20. 
y^  
The Urlinie of this etude conforms to the rule of obligatory register. The 3 (Bb) in 
A 
ml is replied by Gb in the corresponding register in m68 although the 1 (Gb) arrives at 
m67 in a lower register. In the coda, Bb goes through a series of octave transfers in 
mm75-79 before the diminution of the third line (Bb-Ab-Gb) in m79 and thereafter it rises 
in register. 
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Although the RH plays a continuous motion of sixteenth notes, its material 
contains many features including neighboring motion, arpeggiation, and the like. For 
example, the neighboring motion (Db-Eb-Db) in mml-4 and the arpeggiation (Eb-Ab-Eb-
Ab-Bb) in mm7-8 are to be played by RH. In order to have them clearly expressed, 
Schenker advises the player to group the RH sixteenth notes into three pairs of eighths so 
that the neighboring motion and the arpeggiation can come out with clarity. If not 
illuminated by Schenkerian analysis, these sixteenths in the RH would easily degenerate 
into brilliant flourish, (see Ex.2-3) 
Ex.2-3: Schenker's grouping of arpeggiation (from Kalib 1973, 2: 117) 
Jnm. 7 S 
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From the analysis by Schenker, the structure of Chopin's G-flat major etude can be 
A A A A 八 
summarized as an interrupted Urlinie (3-2 // 3-2-1), which gives rise to the three-part 
structure of that piece with a coda, supported by the prolongation of I-V-I-II-V-I. Each 
part is also revealed as a two-part structure in itself. The antecedence-consequence 
structure ofthe first part is established by the use of III^^ as a divider. The second part is 
subdivided according to the two occurrences of the same third line (Ab-Gb-F). The re-
A A A 
establishment of the 3，supported by I，forms the first half of the third part and the 2-1, 
supported by II-V-I, closes the second half of the third part. Schenker also points out 
some specific foreground features of the etude including linear progression at lower levels 
of diminution, neighboring motion, obligatory register, octave transfer, and arpeggiation. 
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V 
Performance commentary on Chopin's G-flat major etude 
In his analytical essay, Schenker draws performance suggestions based on his 
analysis of the etude. In addition to the discussion on legato instruction, Schenker talks 
about nine particular places of the music where the performer should take care. After the 
examination of these performance suggestions, several principles are deduced concerning 
how Schenker derives performance suggestions from his analysis. 
The first thing Schenker points out is legato playing of the RH part which 
conforms to the instruction in the manuscript. The RH part, he claims, should be played 
legato instead of brilliant style. For him, instead of having the brilliant RH part overriden 
the LH part, legato playing of the RH part ensures a better balance in the expression of 
voice-leading between the two hands (Kalib 1973，2: 121-122). His justification for this 
claim includes two points. First, he regards the role ofRH partly as filling and supporting 
voice-leading occurred in the LH part. That means voice-leading held by the LH part 
seeks its support from the continuous flow of sixteenth notes of the RH part. For 
instance, the third line (Ab-Gb-F) of the middle part (mml7-48) is played twice by the LH. 
Moreover, before the return to the 3 of the third part in m49, the LH part carries the 
summarized version of the third line (Ab-Gb-F) of the middle part in mm45-46 and 
proceeds to another third line (Cb-Bb-Ab) in mm47-48 leading back to G-flat major 
harmony. At the beginning of the coda (mm67-74), the LH part holds the neighboring 
motions Gb-Ab-Gb and Db-Eb-Db. The first Db of the latter neighboring motion is also 
filled in by the RH part in mm68-69 and 72-73. As the second point of justification, 
Schenker believes that what the RH has to express cati be expressed through the sixteenth 
notes even if it is played legato. To illustrate, Schenker offers advice on grouping the 
sixteenth notes into three pairs of eighths so as to let the RH expresses itself. Examples 
include the neighboring motion (Db-Eb-Db) in mml-4 and the arpeggiation (Eb-Ab-Eb-
Ab-Bb) in mm7-8 which can be expressed with clarity if the sixteenth notes are properly 
grouped, (see Ex.2-3) 
Apart from the legato RH, Schenker also offers suggestions on the performance of 
nine particular places of the etude. Schenker first of all reminds performers of the accent 
on the second eighth of the LH part in m4. Although Schenker does not rationalize the 
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significance of this accent, it can be inferred from the lengthened neighboring motion 
carried by the RH part in mm3-4 that the LH chords in these two bars are supporting 
harmonies of the RH neighboring motion and, among those LH chords, the accented one 
is a suspension over the Db bass. This is an instance of Schenker's principle of 
emphasizing dissonant embellishments such as the suspension and the neighboring note Eb 
in this case. This principle is substantiated by more examples to be discussed later. 
The second place Schenker talks of is the expression of the arpeggiation (Eb-Ab-
Eb-Ab-Bb) in the RH part in mm7-8. To clearly express the arpeggiation, in Schenker's 
opinion, the RH sixteenth notes in m7 should be grouped into three pairs of eighths. This 
is one ofhis principles of clear expression of voice-leading ofmusic. 
The third example of drawing a performance suggestion is the emphasis of the 
LH,s Bb in mml7-18. This Bb comes from the neighboring motion (Ab-Bb-Ab) carried by 
the LH part in that place. This instance corresponds to the principle of emphasizing 
foreground embellishment. 
The fourth example is the treatment of the last Ab in the RH part in ml8. 
Schenker suggests that the Ab should be emphasized and thus is linked to the previous LH 
neighboring motion (Ab-Bb-Ab) in mml7-18. This Ab is then followed by the Gb and F 
in the LH part in ml9. Therefore, the RH's Ab assumes the role of linking the neighboring 
motion (Ab-Bb-Ab) and the third line (Ab-Gb-F) of the LH part. By this example, where 
the third line (Ab-Gb-F) is embellished with the neighboring motion (Ab-Bb-Ab), 
Schenker's principle of expressing voice-leading with clarity is further substantiated. 
The fifth, the sixth and the seventh instances show Schenker's concern for 
expressing linear progression. The fifth example is the third line (Ab-Gb-F) of the middle 
part of the etude (mm21-41). Schenker reminds performers to take caution in building 
this long span third line (Ab-Gb-F) lying over twenty bars of music. The sixth example, 
which is also about the expression of this same third line (Ab-Gb-F in mm46-47), is 
regarded by Schenker as the summary of the middle part. The seventh example is the third 
line (Cb-Bb-Ab) in m48 which leads back to the tonic tonality. Schenker requires that all 
these linear progressions be expressed. However, unlike the treatment of foreground 
embellishment, no specific performance instruction is suggested on how to express these 
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third lines. Schenkerjust points out the necessity of expressing the linear progressions but 
offers no precise instruction on what performance effect to produce for these linear 
progressions and how to bring them out in a musical performance.^ ^ 
By contrast, the eighth performance suggestion is given in an unambiguous way. 
Concerning the LH chord in m65, Schenker suggests that the chord should be arpeggiated 
and anticipated so that the top note of the LH chord Gb comes on beat together with the 
RH's Eb. This anticipated arpeggiation of the LH chord makes the arrival of the RH's Eb 
so clear that, as a result, the enlarged neighboring motion (Db-Eb-Db) of mm58-65 is 
effectively projected. 
The final example in the performance commentary is about the fusion of the third 
line (Bb-Ab-Gb) and the neighboring motion (Db-Eb-Db) in mm75-77. Like the 
suggestion on linear progression, Schenker only points out that this fusion should be 
expressed but no specific instruction is given to realize this fusion. 
According to the performance suggestions given so far by Schenker concerning the 
performance of Chopin's G-flat major etude, four principles of drawing such performance 
suggestions can be formulated. The first principle is the adherence to authentic 
performance. With respect to this, Schenker emphasizes that authenticity is not mere 
worship but it is achieved through rational analysis. (Kalib 1973，2: 128-129) On the one 
hand, Schenker's analysis supports the legato playing instruction in the manuscript; on the 
other hand, his analysis clarifies the voice-leading of the music and is based on that 
analysis，Schenker points out several errors found in the manuscript. (Kalib 1973, 2: 118-
121)22 
The second principle is the expression of foreground events. Schenker tends to 
emphasize foreground embellishment. There are two ways of doing this as derived from 
the performance commentary for Chopin's etude. First, the suspension in m4 and the 
neighboring note Bb in mml7-18 are required to be emphasized. Second, the neighboring 
2iln Free Composition, Schenker requires that linear progressions are not to be destroyed but need not be 
emphasized. (Schenker 1935/1979, 8) He also says that diminution "sings" its way through all these 
seconds (step motions) offundamental line. (Schenker 1935/1979，98) The lack of precision in 
suggesting the expression oflinear progression is common in many ofhis writings. 
22These errors found in the manuscript are not discussed here. Interested readers can refer to Schenker's 
essay. 
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motion (Db-Eb-Db) in mml-4 and the arpeggiation (Eb-Ab-Eb-Ab-Bb) in mm7-8 are 
suggested to be clarified by proper grouping of the RH sixteenth notes. 
The third principle is the treatment of higher level motive. Exemplified in this 
etude is the enlargement of the neighboring motion (Db-Eb-Db) spread over mm58-65. 
To project this enlarged motion, Schenker suggests that the LH chord below the RH 
neighboring note Eb in m65 should be arpeggiated and aniticipated so that the top note Gb 
of the LH chord comes on beat with the neighboring note Eb. 
The fourth principle is the expression of linear progression. There are five 
examples from Chopin's etude associated with this principle. However, among the five 
examples, only one of them is given as precise and specific performance instruction. This 
precise one is the continuity ofthe third line (Ab-Gb-F) in mml7-20. To project this third 
line, Schenker maintains that the last Ab in the RH part in ml8, which is followed by the 
Gb and F in the LH part, should be accented and linked to the previous LH neighboring 
motion (Ab-Bb-Ab) in mml7-18 so that the continuity of this third line can be established. 
The remaining four examples are given without specific performance instruction. They are 
the long span third line (Ab-Gb-F) in mm21-41, the relatively short span third line (Ab-
Gb-F) in mm46-47, the even shorter third line (Cb-Bb-Ab) in m48，and the short third line 
(Bb-Ab-Gb) in m75，which is suggested to be fused with a neighboring motion (Db-Eb-
Db) and repeated until m77. Instead of giving full instruction of playing or projection, 
Schenker only reminds performers to express them. If the span of the third line concerned 
is considered，the projection of the long span third line (Ab-Gb-F) in mm21-41 seems to 
be the most problematic. To emphasize the tones of the third line? To deemphasize the 
tones other than the third line? To play accelerando along the third line? To play 
ritardandol The analytical essay of Chopin's etude does not provide the answer and thus 
it is necessary to see whether other writings by Schenker offer any clue on the expression 
of linear progression. 
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OTHER ESSAYS FROM THE THREE YEARBOOKS 
In order to substantiate and supplement the principles formulated in the previous 
section, more information on how Schenker draws performance interpretation from other 
essays of the Three Yearbooks is summarized. Unlike the discussion of the essay on 
Chopin's etude, where music examples are delineated in detail besides formulating general 
principles of giving performance suggestions，only general principles are extracted in this 
section and music examples in these essays are not included here.23 
Among the thirteen essays translated by Sylvan Kalib (1973)，only four ofthem are 
related to the issue of performance according to the annotations given.24 One of these 
performance-related essays is the one on Chopin's G-flat major etude which is discussed in 
the previous section. The remaining three are: (1) J. S. Bach: Six Sonatas for 
Unaccompanied Violin: Sonata III, Largo (Kalib 1973，2: 84-107); (2) Resumption of 
Urlinie Considerations (Kalib 1973, 2: 130-155); and (3) Mozart: Symphony in G Minor. 
(Kalib 1973, 2: 321-429) 
These essays consist of one theoretical and two analytical essays. "Resumption of 
Urlinie Considerations" is a theoretical essay which is a continuation and development of 
Schenker's concept ofUrlinie. In this essay, he points out and demonstrates how to solve 
difficulties in determining the structural tones of Urlinie from mere diminutions in the 
upper voice. It is also shown that dynamic shading can be deduced from various stages of 
diminutions and voice-leading transformations. The pertinence of the knowledge of 
diminution and Urlinie to performance is also discussed. 
Although the remaining two analytical essays are written about the music of 
different composers and different instrumental media, one on J. S. Bach's violin sonata and 
another one on Mozart's symphony, they invariably consist of music analyses, discussions 
ofmanuscripts, and performance suggestions. Apart from these core sections, in the essay 
23This section ofthe thesis, based on the previous unpublished paper "Heinrich Schenker's Views on 
Performance: A Study of Selected Essays from His Three Yearbooks Das Meistenverk in der Musik" 
written by the present author, summarizes the principles of drawing performance suggestions from other 
essays ofthe Three Yearbooks. Further essays to bediscussed are also selected from the translation done 
bySylvan Kalib(1973). 
24piease refer to annotations in her dissertation. OE^alib 1973，2: vi-xi) 
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on J. S. Bach's violin sonata, Schenker also criticizes Schumann's added accompaniment 
through voice-leading analysis. 
The performance suggestions presented in these essays can be categorized into 
several topics covering the treatment of dynamics, the expression of line,25 the designation 
oftempo nuance, the treatment of foreground embellishment, the importance ofthe repeat 
mark, and the expression of rhythmic character and articulation. Schenker's contributions 
to these topics are generalized and presented one by one. 
Dynamics 
Schenker's idea that dynamic shading can be deduced from various levels of 
diminution and voice-leading transformation is revealed in the following passage. 
Schenker writes that "[t]he basic idea of my manuscript which is now in progress, Die 
Kunst des Vortrags [The Art of Performance] will, for the first time, methodically prove 
that just as voice-leading and diminutions come in stages, as if in generations, dynamics 
are also ordered in stages. According to each stage of voice-leading, background or 
foreground，according to each stage of the diminutions, dynamics are found as dynamics 
ofthe first, second, third order, etc." (Kalib 1973, 2: 103) 
Related to this are the concepts of motive and of melody. Regarding motive, 
Schenker refers to a succession of tones which is formed from the specific processes ofthe 
diminution. Since such motives occur in various stages of diminution, there are motives of 
several orders. Apparently, it is opposed to the conventional use of the concept ofmotive 
which strictly refers to only the succession of tones at foreground level. A passage from 
his essay illustrates well his concept of melody which is also deeply rooted in the 
fundamental structure and the subsequent levels of voice-leading transformations. 
Schenker writes,"[f]inally, we see the source from which the imagination of the composer 
conjures up the foreground and brings forth motives whose specific substantiality as so-
called melodies, are enjoyed so much by short-hearing ears. Where these melodies come 
from, however, has been shown us by the course of voice-leading from the ursatz. The 
25several terms such as line, span, linear progression, and the like, are used to refer to the same thing. 
The adoption of these depends on the particular author's idiosyncrasy. 
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fact that its unfolding is as it is and not otherwise is by no means due to the whim of an 
imagination aiming at melody, but from the requirements of a voice-leading course, rooted 
in an ursatz." (Kalib 1973，2: 95) 
Generalized from the music examples in these essays, it is found that crescendo is 
regarded as a means to express Urlinie of higher level. Further modifications are based on 
things like linear progression of lower levels and dissonance. Therefore, it is possible to 
have instructions such that diminuendo in a general crescendo or emphasis of a particular 
beat without affecting the piano level in general. In other words, voice-leading of earlier 
level defines dynamic level at large and voice-leading of later levels and dissonance are 
characterized by dynamic nuance. This principle is derived from Schenker's idea that 
dynamic shading can be deduced from various levels of diminution. 
Linear progression 
The statement concerning the treatment of linear progression in Free Composition 
is repeated in the theoretical essay "Resumption of Urlinie Considerations." In the former 
source, Schenker requires that linear progressions are not to be destroyed but need not be 
emphasized. (Schenker 1935/1979, 8) He also says that diminution sings its way through 
all these seconds (step motions) of fundamental line. (Schenker 1935/1979, 98) These are 
echoed by the statement in the latter source that Urlinie should be regarded as a road map 
which cannot spare the performer from going through diminutions. Thus, it is improper to 
single out the Urlinie from diminutions. (Kalib 1973, 2: 146-7) If it is not to be singled 
out, how should the performer express the linear progression? 
The treatment of linear progression is not straightforward. From some contrary 
examples, where descending linear progression is sometimes suggested to be played 
crescendo and sometimes decrescendo, it cannot be generalized that an ascending 
progression is to be played crescendo and a descending progression is to be played 
decrescendo or otherwise. The analytical examples in these essays do not support this 
generalization. 
In addition to the contradictory examples, the general statements from theoretical 
sources are ambiguous enough to the extent that they say nothing more than drawing our 
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attention to the existence of linear progression. Neither the theoretical essay nor the 
analytical essays suggest any specific means for the treatement of linear progression. This 
ambiguous situation is similar to that of the expression of linear progression in Chopin's 
etude discussed in the previous section.26 
Tempo 
Before talking about the principles, it should be made clear that Schenker never 
use voice-leading analysis to define tempo in a metronomic sense. What he suggests is 
tempo nuance or minute change in speed such as accelerando, rilardando, and the like.27 
There are two principles of temporal change generalized from Schenker's analytical essays. 
First, the entry of Urlinie, especially the beginning measures of the music, should be 
approached with hesitation and with tempo established upon the arrival of the first 
structural tone. Second, the impetus of music to drive forward should be kept intact 
except at the arrival of certain significant structural points. Therefore, inner cadence, 
which is not really a structural cadence in the sense of higher level event although it is 
called as such in a harmonic sense, should be treated as passing without stop or hesitation. 
Foreground embellishment 
This category includes diminutions of later (lower) levels such as neighboring note, 
appoggiatura, chromatic chord, suspension, and so forth. Despite that these 
embellisments are usually emphasized relative to their contexts, there are two subtle ways 
of emphasizing these foreground events that can be extracted from the music examples in 
the analytical essays. First, neighboring note, appoggiatura, and chromatic chord are often 
given emphasis such as accent or sforzando under a particular context which can be a 
diminuendo, a crescendo, or a dynamically stable area. These types of embellishment can 
be regarded as passive in the sense that they exert no influence on their contexts. On the 
26lt should be mentioned that the analytical techniques used in the doctoral dissertation by Peter Gries 
(1978) on piano playing coordinations include Schenker's Urlinie and Leonard Meyer's concept of closure. 
Our being confined to the study of Scheiiker's views on performance, Peter Gries's dissertation will not be 
discussed in this section ofthe thesis. 
27jnstead of using voice-leading analysis, Schenker ascertains metronomic tempo of music through 
autograph study. 
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contrary, their contexts define the room for their expression. Second, the treatment of 
suspension is not simply just giving emphasis; instead, suspension is approached by 
crescendo. 
Repeat mark 
In his Free Composition, Schenker talks about the indispensibility of repeats 
required by the composer for correct balance of form. (Schenker 1935/1979, 129) It is 
found that a similar statement exists in the essay "Resumption of Urlinie Considerations." 
The practice of eliminating repeats destroys high points and decisive Urlinie tones. (Kalib 
1973，2: 149-50) So, to follow Schenker's principle of performing repeated passages, all 
repeat marks must be observed and executed. 
Rhythm and articulation 
As expressed in his Free Composition, rhythmic characteristics of a composition 
may or may not coincide with meter. (Schenker 1935/1979, 126) Syncopation, which 
contradicts with metric rhythm, is of this category. Schenker advises that performers 
should emphasize any conflicting rhythmic activity. (Kalib 1973, 2: 389) Schenker also 
suggests that legato passage can be contrasted with passage of disconnected notes. (Kalib 
1973，2: 413-4) Although these aspects are not directly related to the concept of 
fundamental structure and diminutions, they show Schenker's adherence to the idea of 
contrast in the aspects of rhythm and articulation. 
SUMMARY OF ROTHSTEm'S STUDY OF SCFENKER'S EDITION 
In his paper of 1984, Rothstein studied Schenker's edition of Beethoven's piano 
sonatas. This edition reveals not only Schenker's interpretation of Beethoven's sonatas 
but also his editorial practice in general. In the preface of his edition, Schenker pointed 
out that Beethoven was not satisfied with the printings of his own works. Schenker also 
argued that Beethoven's unusual notations shown in autograph are intentional for 
particular musical ideas. (Schenker 1975/1923, xi-xii) His emphasis that autograph as the 
primary evidence of the composer's intention is further explained by Carl Schachter. In 
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the introduction to the 1975 republication of that edition of Beethoven's sonatas, 
Schachter provided a detailed account of Schenker's editorial principles. According to 
him, Schenker is faithful to the visual impression of the autograph. Instead of correcting 
“irregularities，，such as stemming direction, and the use of beams and slurs, as other 
editors did, Schenker recognized the compositional ideas hinted by these clues. In case of 
ambiguity, autograph has disappeared for instance, Schenker used analysis to obtain high 
level of certainty in his edition. Schachter also pointed out that Schenker often used 
fingering to clarify the composer's intention and musical ideas. (Schenker 1975/1923，vi-
ix) 
For the present purpose, Schenker's edition of Beethoven's sonatas is not 
examined. Instead，Rothstein's study is summarized with the aim to substantiate and 
supplement the principles formulated in the previous sections. Again, only general 
principles resulting from Rothstein's study are presented and no music example is included 
here. Rothstein's (1984，4) study is based on Schenker's annotated scores of Beethoven's 
piano sonatas and Schenker's unpublished manuscripts and typescripts.^^ In his paper, 
Rothstein recounts Schenker's general philosophy of performance and discusses 
Schenker's performance annotations ofBeethoven's sonatas. 
Schenker's general philosophy ofperformance 
Schenker's emphasis on the knowledge of music, especially that obtained through 
music analysis, can be appreciated from his conception of performance as an objective and 
inevitable result of music's structure. For him, the performer should be able to grasp the 
essence of music by analyzing music and henceforth should be able to express the effects 
that the composer desires rather than depending on composer's or editor's performance 
directions. This attitude, that regarding dependence on prescribed performance directions 
as musically degenerating, is reflected in the following passage. In Rothstein's words, 
"[t]he actual, historical increase in the use of performance directions by composers and 
editors alike is attributed in Vom Vortrag [On Performance] to the general decline of 
2^Although the chief aim ofRothstein's study is to examine Schenker's annotations of Beethoven's piano 
sonatas, his study is broadly based on many of Schenker's unpublished manuscripts and typescripts which 
are believed to be closely associated with performance. 
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musical culture and to the spread of that declining culture to an excessive number of 
untalented performers and amateurs." (Rothstein 1984，5 and 10) 
In addition to his emphasis on music analysis, Schenker also points out that the 
composer's performance directions should be read cautiously. According to Rothstein's 
account, "[i]n many cases the performer must actually use techniques that would appear to 
contradict the composer's instructions, precisely in order to obtain the effect that the 
composer intends. It is partly for this reason that the performer may not take the 
composer's notation at face value and simply play everything exactly as written; neither, on 
the other hand, may he assume that the structure of the work will express itself adequately 
without his help. Rather, he must seek those means that will communicate the structure 
and the effect ofthe work as clearly as possible." (Rothstein 1984, 10) From this passage， 
it is known that Schenker does not see the composer's performance instruction as literally 
binding; instead, he prefers to interpret those instructions according to the musical 
structure uncovered by music analysis. 
Schenker's philosophy of performance can be summarized as that performance is 
an objective result of the musical structure which is most effectively disclosed by music 
analysis. It is also objective to the extent that even the composer's performance 
instructions should be interpreted in the light of the musical structure.^^ 
Schenker's performance annotations 
Sprung from his study of Schenker's annotated scores of Beethoven's piano 
sonatas, Rothstein identifies five categories of performance annotations. They are: (1) 
dynamics; (2) temporal nuance;3o (3) legato playing; (4) fingering; and (5) pedaling. 
Principles generalized from these annotations are summarized and then compared with 
those extracted in previous sections. 
29This point resembles Schenker's attitude towards manuscript. In connection with Chopin's G-flat major 
etude, Schenker points out several errors in the manuscript based on his analysis of voice-leading. His 
conformance to the legato instruction of the manuscript is also supported by his own analysis not just by 
worship. 
30in his paper, Rothstein (1984) uses the term rubato although Schenker never uses that word. To be 
consistent, instead of following Rothstein's terminology, temporal nuance is used throughout the thesis to 
denote the same thing. Rothstein also uses the term "hand motion" instead of "fingering" as used in this 
thesis. However, by hand motion, he actually refers to fingering in his paper. 
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According to Rothstein (1984，10-5)，six principles are found related to the 
treatment of dynamics. First, it should be played diminuendo from a metrically accented 
dissonance to its resolution. Sometimes, diminuendo in a general crescendo is possible. 
Second, neighboring notes and sevenths are often accented and followed by diminuendo. 
Third, accelerando and crescendo are used to clarify voice-leading (e.g. linear 
progression). Fourth, it is unnecessary to emphasize Urlinie tones. Fifth, above the 
dominant harmony, crescendo is applicable to the ascending line from the fifth scale 
degree to the seventh whereas decrescendo is applicable to the descending line from the 
seventh to the fifth. Finally, some forte marks are for selected tones only. In these cases, 
Schenker often inserts piano for clarification. Among these six principles, the first four 
are repeated in the essays from the Three Yearbooks. The fifth and the sixth principles are 
supplementary to those generalized in previous sections. 
With respect to temporal nuance, six principles are summarized. The first principle 
concerning temporal nuance is the idea of equilibrium. That means whatever is taken in 
one place should be given back in another. Second, sforzando is often approached with 
accelerando and is then followed by ritardando before the next downbeat. Third, the 
entry of any new motive on weak beat should be played with hesitation. Fourth, 
accelerando is often applicable to contracted or compressed motives (e.g. stretto). Fifth， 
to enhance motivic linkage, the entry of the latter motive is slightly retarded so as to 
clarify its connection with the former motive. Finally，linear progression is expressed by 
lengthening the entry of the line and then is played accelerando to the next note of the 
line. (Rothstein 1984, 15-18) Except the last one, all these principles of temporal nuance 
are supplementary to those discussed in previous sections. 
The remaining three categories of performance annotations-/ega/o playing, 
fingering, and pedaling—are related to piano playing only. Schenker's six principles of 
achieving legato accounted for by Rothstein are summarized below. First, in certain 
cases, notes are held beyond their written values to secure legato playing. This is often 
done in the following circumstances: (1) the first note of a legato pair; (2) notes of broken 
chord; and (3) notes in compound melody. Second, it is also suggested that physical 
hinderance of certain situations can be overcome by changing fingering on the same note 
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so as to achieve "physical" legato. Third, to play a series of double notes in legato 
manner, one voice of these double notes should be connected. Fourth, pedaling is also 
regarded as one of the ways to attain legato playing. Fifth, legato playing of certain lines 
is possible through dynamic shading. These lines to be projected legato are differentiated 
by loudness. Finally, in case of unfeasible legato, gesture is useful to suggest or convey 
legato playing. (Rothstein 1984，18-21) 
Fingering is used to enhance specific relationships and sometimes strange fingering 
is employed to avoid "wrong" relationships. Pedaling is seen as a means to connect line 
(Jegato playing) or create an illusion of crescendo. (Rothstein 1984，21-24) 
SUMMARY OF SCHENKER'S VIEWS ON PERFORMANCE 
As the first analytical stage of this thesis--to explore the application of Schenkerian 
analysis in making performance suggestions—this chapter attempts to study Schenker's 
own views on performance. To materialize this attempt, this chapter is divided into four 
steps. First, Schenker's concerns for performance are studied from his theoretical treatise 
Free Composition. Second, Schenker's principles of drawing performance interpretation 
are extracted from his analysis and performance commentary of Chopin's G-flat major 
etude. Third, to substantiate and supplement the principles generalized in the second 
section, reference is made to three more performance-related essays from the Three 
Yearbooks. Fourth, with the same goal as the third section, Rothstein's study of 
Schenker's edition ofBeethoven's piano sonatas is summarized. 
In addition to the general statements from Free Composition, Schenker's principles 
of making performance suggestions are formulated. After studying Schenker's 
performance commentary of Chopin's G-flat major etude, the four principles of giving 
performance suggestions found are: (1) adherence to authentic performance as long as it is 
supported by analysis; (2) expression of foreground events (e.g. suspension, arpeggiation, 
neighboring note); (3) projection of higher level motives (e.g. enlargement); and (4) 
expression of linear progressions. As exemplified in the essay, the first three principles are 
supported by precise and specific performance instruction while the last principle，the 
expression of linear progression, is found to be ambiguous. 
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From the other three essays chosen, the principles that do not repeat those from 
the essay on Chopin's etude are: (1) hierarchical levels of dynamics: dynamics defined by 
various levels of diminution; (2) temporal change: retarded entry of Urlinie until the first 
structural tone and intact forward drive of music except at certain significant structural 
points; (3) repeat marks required by the composer must be executed; and (4) conflicting 
rhythmic activities and contrasting articulations are emphasized. 
The five categories of performance annotations identified by Rothstein are: (1) 
dynamics; (2) temporal nuance; (3) legato playing; (4) fingering; and (5) pedaling. 
Without repeating the principles shown before, only supplementary principles are listed. 
From Rothstein's study, two supplementary points are found related to dynamic shading. 
First, above the dominant harmony, crescendo is applicable to the ascending line from the 
fifth scale degree to the seventh whereas decrescendo is applicable to the descending line 
from the seventh to the fifth. Second, some forte marks are for selected tones only. 
Concerning temporal nuance, five supplementary principles are found. First, 
equilibrium of temporal freedom must be obtained. Second, sforzaudo is often 
approached with accelerando and is then followed by ritardando before the next 
downbeat. Third, the entry of any new motive on a weak beat should be played with 
hesitation. Fourth, accelerando is often applicable to contracted or compressed motives 
(e.g. stretto). Fifth, to enhance motivic linkage, the entry of the latter motive is slightly 
retarded so as to clarify its connection with the former motive. 
All principles derived from performance annotations of legato playing, fingering, 
and pedaling are regarded as supplementary to those in previous sections. There are six 
principles of achieving legato. First, some notes are held beyond their written values to 
secure legato playing. Second, change fingering on the same note to achieve "physical" 
legato. Third, one voice should be connected when playing a series of double notes. The 
fourth is pedaling. The fifth is dynamic shading. Finally, gesture can be used to suggest 
legato playing which is otherwise unplayable. Fingering is used to enhance specific 
relationships or avoid "wrong" relationships. Pedaling is seen as a means to connect line 
{legato playing) or create an illusion of crescendo. 
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These principles of drawing performance suggestions constitute Schenker's views 
on performance. They are strongly relevant to performance decisions and most of them 
are given in a precise way. The only exception is the expression of linear progression 
which is not accompanied by clear and precise performance suggestions. Together with 
an understanding of the practice of using Schenkerian analysis in making performance 
interpretation by other theorists, which is dealt with in the next chapter, a foundation is 
formed for attaining the main objective of this thesis--to explore the application of 








SCHENKEWAN ANALYSIS APPLIED TO PERFORMANCE 
As the second analytical stage, the practice of applying Schenkerian analysis to 
generate performance suggestions by other theorists is studied in this chapter. Particularly 
relevant to the present analytical stage are studies in which Schenkerian analysis is applied 
to obtain performance suggestions. Listed in chronological order, these selected studies, 
to be discussed in detail, include those by Levy (1979), YaDeau (1980), Burkhart (1983), 
Kamien (1983)，Locke (1985), Schmalfeldt (1985), and Beach (1987). Although these 
authors achieve varying degree of precision in their performance suggestions, they show 
that their analyses offer original analytical insights which are relevant and decisive in 
making performance decisions. To name a few of their principal findings, for instance, in 
his article, Levy (1979) shows the implication of Schenkerian analysis on the issue of 
phrasing. In his doctoral dissertation, YaDeau (1980) suggests that analytical findings 
from Schenkerian analysis form the basis for tempo rubato. Burkhart (1983) demonstrates 
how Schenkerian analysis could affect one's performance decisions on fingering, 
articulation, and dynamic shading. Kamien (1983) discusses the performance treatment of 
linear progression discovered by Schenkerian analysis. Locke (1985) argues that an 
awareness of the higher level structure of music is crucial to the expression of continuity 
of music. In their articles, Schmalfeldt (1985) and Beach (1987) investigate how 
performance interpretation is affected by the knowledge of tonal goals of music. A review 
of these studies should shed light on the present author's original interpretation of 
Chopin's sonata movement. 
Levy (1979)，who sees analysis as a support of an interpretation, brings up the 
issue of phrasing in the discussion of the second movement of Mozart's Clarinet Quintet, 
KV.581. He contrasts two ways of segmentation of the opening measures of that piece 
derived from a style analysis and a Schenkerian analysis of levels respectively. In his 
paper, Levy points out that the former approach results in a symmetrical segmentation of 
those measures ofmusic and challenges its inadequacy to explain mm7-9--a three-measure 
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phrase as opposed to the previous two-measure units. By contrast, he suggests that the 
latter approach results in a more coherent reading of music's structure. 
Ex.3-1 shows the segmentation of mml-9 derived from a style analysis. The first 
six measures are made up of three symmetrical two-measure units and followed by a three-
measure unit. According to Levy (1979，129)，this reading would suggest strong 
downbeat stresses on m2bl, m4bl, m5bl, and m6bl. The extension from a two-measure 
to a three-measure unit in mm7-9 is left unexplained and the performance interpretation of 
this three-measure unit is thus uncertain. The accent and dynamics markings in brackets 
are performance instructions given by Levy based on the style analysis. 
By contrast, Levy proposes another interpretation on the basis of a Schenkerian 
analysis. As shown in Ex.3-2, the clarinet part can be differentiated into three registral 
levels. The lower level begins with the first note A which is prolonged over six measures 
until the A in m6b2. The note B in m2 is understood as a neighboring note and thus an A-
B-A motion is resulted. Up to next registral level, the second note D in ml paves the way 
for the middle level which also undergoes neighboring motion. The note D in mml and 4 
is added with a neighboring note E in m3. .The upper registral level begins with the F# in 
m4 which is preceded by the preparation of F# in ml. Consequently，a neighboring 
motion is formed on the upper level. 
Ex.3-1: Mozart's Clarinet Quintet, KV.581 (2nd mvt: mml-9) (from Levy 1979, 129) 
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Ex.3-2: Three registral levels (from Levy 1979, 130) 
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Ex.3-3: Segmentation based on Schenkerian analysis (mml-13) (from Levy 1979, 132) 
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Out of this analysis, it can be inferred that the motivic content of the opening 
measures (mml-9) consists of a tonic triad and a dominant triad. The opening notes A-D-
F# outline the D major tonic triad. The notes B-E-G starting from m2b2 outline the 
neighboring triad to the tonic triad. The neighboring notes E and G in m3 are brought 
back to the D and F# in m4. With the triads A-D-F# and B-E-G in mind, it is easily seen 
that the first six notes are sequentially repeated by the subsequent six notes. Therefore, 
the first four measures are grouped as shown in Ex.3-3 consisting ofan unit less than two 
measures and another more than two measures. 
The motion from A to B in mml-2 is not completed until the A in m6b2 which is 
the first note of the dominant triad to be outlined in mm6-9. The step motions in mm6-9 
can be understood as passing notes added to the dominant chord. As a result, mm5-9 are 
again grouped as two phrases of unequal length: one is a two-measure unit and one is 
more than three measures elided to the previous one where A in m6b2 is simultaneously 
the phrase end and the phrase head of the two phrases respectively. To Levy, the 
segments of mml-4 and mm5-9 are themselves asymmetrical whereas the whole segment 
mml-9 is a symmetry of asymmetrical proportions. The last segment mmlO-13 is divided 
into two equal halves. (Levy 1979，132-133) 
To obtain a continuous musical motion, Levy suggests that the note B in m2b2, the 
note A in m6b2, and the note D in ml lb2 should not be treated as phrase ends. Rather, 
they are suggested to be understood as elisions. The role of these elisions is both the end 
of one unit and at the same time the start of another unit. Moreover, the note F# in m4b2 
should not be taken as a closure. Instead，this F#，which springs from the note D in the 
previous beat, should return to the previously high note, the G in m5bl. These elisions, if 
treated properly, would produce a highly coherent and continuous musical motion. 
As a conclusion to the discussion on Mozart's Clarinet Quintet, Levy lists several 
points for performer's reference. However, the performance markings in Ex.3-3 are much 
clearer than those verbal instructions listed. From Levy's demonstration, it is found that 
Schenkerian analysis of registral levels leads to the discovery of the essential motivic 
content of the music. (The triadic motive in the example of Mozart.) The fact that a 
Schenkerian analysis calls for asymmetrical phrasing of a seemingly regularly-segmented 
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passage as in Mozart's example shows the implication of Schenkerian analysis on the issue 
of phrasing. Schenkerian analysis also helps one to conceive the music as a continuous 
and coherent whole by uncovering the voice-leading structure of the music. Based on the 
analysis, Levy provides not only verbal performance suggestions to explain his 
interpretation but also precise performance markings on the music score to suggest a way 
of actualizing his interpretation. 
Another study to be considered is the doctoral dissertation written by YaDeau in 
1980. The purpose of his dissertation is to investigate the tonal and formal structures in 
selected piano works of Chopin using Schenkerian analysis. Apart from delineating the 
structures of the music, YaDeau offers performance interpretation based on his analyses 
and compares the markings and notations among different editions of the music.3i The 
way in which YaDeau generates performance interpretation from Schenkerian analysis is 
studied from his dissertation. Although his dissertation covers three large piano works of 
Chopin including Ballade, Op.38, Fantaisie, Op.49, and Polonaise-fantaisie, Op.61, the 
present author selects the Ballade, Op.38 only to avoid repetition of similar analytic 
observations. 
In the chapter on Chopin's Ballade, Op.38, three analytical sections are devoted to 
describe the tonal and formal structure and discuss the compositional features of the 
music. The last section on performance interpretation completes the whole chapter on the 
Ballade. The analytical sections are extended sections in which the structural features of 
the music are discussed in detail. The performance suggestions given are also clear and 
some of them are specific. While the individual sections are themselves written with 
clarity and in detail, there is a deficiency of coordination across the various sections. From 
the point of view of the present purpose--to study how YaDeau provides performance 
suggestions based on his analysis—the sections are too independent in a sense that the 
author makes very little or even no reference to the analysis when putting forward his 
performance interpretation of particular measures of the music. 
3iEditions compared in YaDeau's dissertation include: (1) Paderewski's Polish Complete Edition; (2) 
Henle Urtext Edition; and (3) Chopin's autograph. 
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As a result, the performance suggestions given are either too general or without 
relevant analytical support. Some general performance suggestions are given without 
reference to a particular place of the music. Even though some of them are given 
specifically to certain measures of the music, they appear to be mere propositions or 
assertions not supported by corresponding analyses. Perhaps this shortcoming is already 
implied by the author in the introductory chapter where he writes "[n]o attempt has been 
made to provide a minutely detailed interpretational blueprint for any work. . • . In certain 
instances alternative interpretations will be suggested，which reflect differing 
interpretations of how the work's tonal unfolding and formal subdivision have been 
accomplished." (YaDeau 1980，3-4) The alternative performance interpretations 
mentioned are also general suggestions lacking any degree of specificity. The following 
recount of YaDeau's performance interpretation of Chopin's Ballade proves that these 
comments are true. 
For YaDeau, the Ballade is formed by the conflict of two tonal/expressive 
polarities, namely the Andantino section and the Presto con fuoco section as shown in 
Ex.3-4. According to the analytical graph provided in YaDeau's dissertation, which is not 
duplicated here, the Urlinie ofthis Ballade is 3-2-t (C-B-A) in A minor. Presto con fooco 
sections of A minor tonality are interspersed with Andantino sections ofF major tonality. 
In other words, the two polarities are conflicting and contrasting in tempo, in expressive 
character, and in local key area. More importantly, the F major Andantino sections are all 
fitted into the A minor tonal background of the whole Ballade. 
Ex.3-4: Formal structure ofChopin's A minor Ballade (from YaDeau 1980，42) 
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Knowing that the Ballade is composed of contrastive sections, the importance of 
YaDeau's concern about grasping the Ballade's overall continuity and cohesiveness is 
highly appreciated. With respect to the overall continuity, YaDeau proposes that the 
notes C and A should act as tonal links between the F major Andantino sections and the A 
minor Presto con fuoco sections. He suggests that the note C in mmlO, 18，34, 38，40， 
92, and94 and the note A in mm39-46 should be emphasized or even lengthened slightly at 
the expense of the temporary tonic F of the Andantino section. Related to the tonal links, 
he especially points out that short decrescendo markings in mml8, 38，40-43，92, and 94 
not immediately preceded by crescendo should be played louder than the prevailing 
dynamic level. This interpretation of the decrescendo markings helps to bring out the 
tonal links across the contrastive sections and thus insures continuity of the whole Ballade. 
(YaDeau 1980，63-64) 
YaDeau's suggestions about the treatment of long span dynamic shading in the 
Presto con fuoco section are related to the continuity within the section itself, as he states 
"[i]n the Presto con fuoco dynamics should be planned over relatively long spans, as the 
self-reinforcing effect of the now-regular rhythms and phrase structures can contribute 
immense drive if planned, or seem relentlessly pounding ifleft unplanned." (YaDeau 1980， 
65) To help shaping the crescendo through mm63-69, YaDeau recommends that there 
should be a momenta^ drop in loudness in m63 and the forward momentum should be 
sustained. Concerning temporal nuance, YaDeau emphasizes that although there is a long 
decrescendo in mm71-83, the rallentando of m80 should not be anticipated so that the 
tension is not prematurely dissipated. Despite the specificity of these suggestions, they are 
not supported with relevant analysis. Therefore, it is not clear how YaDeau arrives at a 
particular interpretation from his analysis. There is one more instance showing this 
shortcoming. With regard to the treatment of dynamics and tempo in the Andantino 
section, YaDeau asserts that the crescendo in mm20 and 33-34 should be accomplished 
with a momentary pressing of tempo and the decrescendo in mm21-22 be played 
simultaneously with a correlative slackening in tempo. This defect of performance 
suggestions lacking analytical support weakens the relationship between the analysis and 
the performance interpretation presented in YaDeau's dissertation. 
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Another concern shown in YaDeau's performance interpretation is the use of 
tempo rubato, particularly in the stretto section of chromatic development. He articulates 
the rule of tempo rubato in relation to shifting tonicization by saying that "[]]udicious use 
of tempo rubato can aid in the delineation of the temporary tonicizations--e.g. perhaps a 
slight slackening as a dominant seventh becomes 'diminished' and a prospective 
tonicization is abandoned." (YaDeau 1980, 66) Although the principle of applying tempo 
rubato is precisely stated, YaDeau gives no specific instance from the music. Without 
referring to specific music examples, he only asserts a general principle. Probably, this 
principle is demonstrated in the paragraph about tonicizing gesture next to the citation 
above. It is written that "ceaseless drive should pervade mm.l57 fF. as the long-awaited 
strong tonicizing gesture appears to be at hand. . . . the tension and forward motion of the 
preceding section (the second Presto con fuoco section) should be maintained, 
symbolizing that the tonicizing gesture is yet to come." (YaDeau 1980，66) 
As YaDeau promises in the introduction of his dissertation, he does offer 
alternative interpretations. He writes "[s]ome performers may prefer a distant, 'other-
worldly' interpretation for the Andantino, using subtle variations in tempo and dynamics, 
and stressing continuity among formal sections and the 'floating' quality produced by its 
ambiguities of phrase structures. Others may prefer a more liberal range of variation of 
tempo and dynamics to highlight the Andantino's tonal movements and formal 
subdivisions. Care should be taken in the former interpretation to maintain a subtle 
expressivity, and to avoid a completely 'straight' reading; in the latter interpretation, 
dynamic variations should be kept within the spirit of the sotto voce marking in m.l." 
(YaDeau 1980，64-65) As suggested earlier, these alternative interpretations, without 
specifying what is to be done in what measures of the music, are general to the extent that 
it is uncertain what they will sound like. 
To summarize the discussion on YaDeau's dissertation, his concerns as manifested 
in his performance interpretation include the Ballade's overall continuity, dynamics and 
tempo, rubato and tonicizing gesture. While the performance suggestions about continuity 
and rubato are shown to be urged by the tonal structure of the music analyzed, dynamic 
shading and its accompanying temporal nuance are just proposed without any connection 
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with the analysis of the music. In addition, some performance suggestions are too general 
such as those concerning the principle of tempo rubato and alternative interpretations. 
Although YaDeau's study is not as successful as Levy's, in terms of the way in which 
YaDeau proposes his performance suggestions, the relevance of Schenkerian analysis to 
performance is not discredited. On the contrary, YaDeau shows at least that his 
Schenkerian view of the music carries rich implications to performance decisions such as 
tempo rubato in relation to tonicization and the use of tonal link among contrastive 
sections. The only weakness ofhis study is the lack of correlation between the analytical 
findings and the performance suggestions he proposes. This case reveals that the success 
of an application of analysis to performance depends not only on the relevance of the 
analytical approach adopted but also on the way in which the analyst applies the analytical 
findings. 
In his article, Burkhart (1983) provides a detailed account of the relevance of 
Schenker's theory of levels to performance. In addition to the discussion of Schenker's 
interpretation of an excerpt from Beethoven's piano sonata Op.57, he substantiates his 
contention that Schenkerian analysis can benefit performers by giving more analytical 
examples from music of Beethoven, Chopin, and J. S. Bach. Through these music 
examples, Burkhart shows how the awareness of music's structure affects one's 
performance decisions. 
As an authentic example, Schenker's own interpretation of an excerpt from 
Beethoven's Op.57 is cited. By this example, Burkhart explains how a consideration of 
long range voice-leading connection in the music makes Schenker arrive at a particular 
fingering ofthe music. As shown in Ex.3-5, the RH fingering of m24bl, ajump from the 
previous trill, is employed for a purely musical reason so that the chord of m23b3 can be 
connected to that ofm33bl. In Ex.3-6, mm24-32 within the bracket are understood as a 
passage prolonging the chord from m23b3 to m33bl. As a result, the Db at the top of 
that chord in m23 is not resolved until the C in m36b2. According to Burkhart's account, 
Schenker "forces the player to detach the ending of the trill" from the G-Bb in m24 and 
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"wants the ear to relate it (the Db in m33) to the one left hanging, as it were, in bar 23." 
(Burkhart 1983，97) 
Ex.3-5: Beethoven's sonata, op.57 (1st mvt: mm21-24, 32-34) (from Burkhart 1983，98) 
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Ex.3-6: Schenker's reduction ofBeethoven's op.57 (from Burkhart 1983, 99) 
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After the example from Schenker, Burkhart proceeds to the issue of articulating 
motivic parallelism. In an example from Beethoven's Op.7 (see Ex.3-7)，a decision to slur 
is shown to be affected by a motivic parallelism. Burkhart claims that Eb-Gb-A in mm62-
68 is an enlarged and slightly altered version of the motive Eb-G-Bb in m46. (see Ex.3-8) 
Given that the music is so richly slurred by Beethoven but with none in mm61-62, in 
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Burkhart's words, the player must decide whether or not to slur the top Db of m61 to the 
top Eb ofm62. Burkhart suggests that the Db and Eb in mm61-62 be better not slurred 
for such a slurring would obscure the motivic relationship. (Burkhart 1983, 99-102) 
Ex.3-7: Beethoven's sonata, op.7 (3rd mvt: mm53-68) (from Burkhart 1983，100-1) 
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Ex.3-8: Altered enlargement (from Burkhart 1983, 101) 
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Burkhart cites one more example from Chopin's Impromptu, Op.36 to show that 
performance interpretation can be affected by motivic parallelism and such a motivic 
relationship may exist on various levels. He points out that there is an intervallic motive of 
a second on at least three levels. On the lower level (see Ex.3-9), the motive D#-C# (a 
major second), first stated in ml, has its subsequent appearances in mm59-61 as E-D, Eb-
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Db, and D-C respectively.^^ To play the motive on this surface level, Burkhart suggests 
that the two top lines should be played with very different tone qualities so as to avoid the 
paradox of hearing a third-line (F)-E-D in m59 and similarly in mm60-61. He also 
recommends that the two-note motive be played as appoggiatura and resolution with the 
first note very slightly emphasized. 
Ex.3-9: Chopin's Impromptu, op.36 (from Burkhart 1983, 103) 
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On the middle level (see Ex.3-10), the two-note motive, this time changes from a 
major second to a minor second, is formed by the D-C# of the bass line. In m72b2, the 
note D receives an accent and then goes through a downward register transfer before 
moving onto the C# in m73. In Burkhart's opinion, the crescendo in mm72-73 should not 
overpower the motive D-C# which starts with an accent. Further on the higher level (see 
32The two-note motive can also be read together with its preceding note and thus forming a three-note 
motive. Consequently, the three-note motive becomes F#-D#-C# in m l , G#-E-D in m59, Ab-Eb-Db in 
m60, and A-D-C in m61. 
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Ex.3-11)，the motive D-C# is elevated to cover the entire middle section (mm39-73) ofthe 
music. Although Burkhart admits that a motive of such a large scale cannot be literally 
brought out in a performance, he tends to value this kind of global conception at its 
usefulness of giving the player some sense of direction and a framework for "hanging 
together" all parts of the music to a coherent whole. (Burkhart 1983，102-4) 
Ex.3-10: Middle-level D-C# motive (from Burkhart 1983，104) 
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Ex.3-11: High-level D-C# motive (from Burkhart 1983，105) 
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With respect to the projection of motivic parallelism,^^ Burkhart shows that the 
effort for doing so contributes to tying up relationships from various parts and levels of 
the music. However, based on that a coherent whole is not the same as the sum of parts, 
he warns against the tendency of overdoing the projection of motivic parallelism by saying 
that "[t]oo great an effort to bring them out can distort the music rather than promote its 
33xhe conception ofmotivic parallelism, often called enlargement or concealed repetition, is a structural 
feature particularly essential to the organic coherence of a work. Although this concept may resemble 
some features of other theories of thematic process, motivic parallelism is part of the Schenkerian way of 
interpretation. 
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effective projection. . . . [but] understanding this phenomenon can greatly enrich a 
performance." (Burkhart 1983，105) 
Apart from the application on motivic parallelism, Burkhart turns to the issue of 
the role of background in performance. While he rejects singling out Urlinie tones as a 
proper way of projecting music's background structure, Burkhart attempts to show how 
an understanding of the tonal background helps to interpret diminutions or the foreground 
of a piece of music. He does it by figuring out the background structure of mml-13 ofa 
Sarabande from J. S. Bach's Partita I，down to a lower level of linear progression, and 
finally to the foreground structure which is nearest to the surface of the music. By going 
down one by one from the highest to the lowest structural levels, Burkhart examines 
musical events at each level and interprets their implications for shaping lower level 
structures. 
Ex.3-12 is an excerpt from the Sarabande of J. S. Bach. Ex.3-13 presents the 
analytical graphs of the music comparable to the middleground and foreground. From 
Ex.3-13a,, it is shown that, in the key ofBb major, the 3, supported by tonic harmony, is 
prolonged until the arrival of 2 at ml3 where the dominant harmony is firmly established. 
The arrival of2 closes the previous section of mml-12 and opens another section of the 
A A 
music. That means, from this part of the background structure (3-2), the D in ml is 
related to the C in ml3 so that Burkhart suggests performers "to play these two points 
with the same quality of tone." (Burkhart 1983, 107) 
A 
In the same graph (see Ex.3-13a), as a middleground phenomenon, the 3 is 
prolonged as a linear progression running from the D in ml to the F in ml2 forming a 
sixth-line. According to Schenker's theory, this sixth-line is regarded as subsidiary to the 
background Urlinie 3-2-L As explained by Burkhart, together with the contrapuntal bass, 
this subsidiary section (mml-12) is characterized by three events. They are: (1) the 9-10 
suspension in mm5-6; (2) the urge of resolution of the tritone E-Bb in m8 to F-A in m9; 
and (3) the stablizing cadential formula I-II-V-I of F major. The first two events create 
forward motion in this section and the last event brings this section to a temporary repose. 
Besides this harmonic structure, each tone of the linear progression of this subsidiary 
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section is prolonged by certain kinds of foreground events. It is exactly that this linear 
progression determines the way in which foreground events are interpreted. 
The foreground events of this subsidiary section are graphically presented in Ex.3-
13b. By comparing Exx.3-13a and b，the foreground events, as diminutions, can be 
distinguished from the sixth-line (D-F). Described in greater detail, the first tone of the 
sixth-line D is transferred down an octave from ml to m4 through step-down rising sixths. 
The second tone of the sixth-line C is prolonged by a motive C-(D)-Eb-D-C in m5 which 
is enlarged on a higher level over mm5-6. The third and the fourth tones of the sixth-line 
are each unfolded over two measures. The rising sixth (Bb-G) in mm7-8 calls for a 
corresponding resolution in a form of rising sixth (A-F) as well in mm9-10. The cadential 
formula I-II-V-I ofF major in mm9-12 harmonizes the latter half (A-G-F) of the sixth-line 
(D-F) in a way that completes this sixth-line as a subsidiary closure. 
Ex.3-12: J. S. Bach's Sarabande from Partita I (mml-13) (from Burkhart 1983，106) 
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Ex.3-13: Voice-leading graphs (from Burkhart 1983，108) 
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In connection with the performance of these measures, Burkhart emphasizes the 
importance ofthe rising sixths. He points out the close relationships among the sixths D-
Bb in m4, E-C in m5, F#-Eb in m6，the enlarged sixths Bb-G in mm7-8 and A-F in mm9-
10. The arrival of the sixth D-Bb in m4, both as a register transfer of the D in ml and as 
the resolution of previous sixths in m3, should receive slight lingering on D and 
accelerando towards Bb, and the momentum should be carried over into the sixth E-C in 
m5. The connection between E-C in m5 and F#-Eb in m6 is made possible by Bach's 
notation of "crescendo" through holding down the keys. To link mm7-10 together, the 
sixth Bb-G in mm7-8 should receive an increase in intensity up to G and be answered with 
the sixth A-F in mm9-10. With respect to the enlarged motive in mm5-6, Burkhart 
mentions particularly Schenker's fingering that contributes to the proper expression of the 
motive. According to Burkhart's recount, to project the motivic parallelism in mm5-6, 
Schenker suggests that the high Eb in m5 be played with the weak fourth finger possibly 
slightly lingered and the Eb in m6b2 and the D in m6b3 in the top part be played with the 
fifth and the fourth fingers respectively. 
Although Burkhart proposes that the projection of the connections among the 
rising sixths in the passage would contribute to the coherence of the music, he offers no 
material principle ofhow to express the sixth-line of this subsidiary section. For instance, 
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concerning the connection between the D in ml and the C in m5, he writes "[t]he player 
should listen for this transferred tone (D) and let it influence his 'phrasing', but then 
immediately find a way to relate bar 1 with bar 5，where the opening register is restored, 
i . 
In other words, he should take care to preserve the connection between bars 1 and 5 
shown in line (a) (same as Ex.3-13a)." (Burkhart 1983，109) Concerning the relationship 
between Bb-G in mm7-8 and A-F in mm9-10, he just points out the role of the latter as an 
"answer" to the former without giving any specific suggestion on the expression of this 
relationship. (Burkhart 1983，110) 
In response to the lack of material principle of expressing music's structural 
features，especially those of higher levels, Burkhart contends that "only when he [the 
player] is aware of the 'main' tones can he perceive the diminutions and perform them in 
the light of the main tones. When he does so, the surface will benefit, but not only the 
surface, because proportioning the small with respect to the large has a way of projecting 
an impression of the large as well. In this sense the background also is 'performed'--the 
•long line, conveyed." (Burkhart 1983，112) It seems that Burkhart sees the role of 
background as the basis for interpreting structures of subsequent levels rather than as a 
structural feature requiring direct expression. Perhaps this view inherits Schenker's idea 
that tones of fundamental line，on the one hand, should not be destroyed; on the other 
hand, need not be emphasized. (Schenker 1935/1979, 8) 
Apart from his conception of background, Burkhart's lack of material principle of 
expression may be a consequence of his "partial overlap" position on the analysis-
performance relationship. Like Schmalfeldt (1985) and Dunsby (1989), Burkhart 
maintains that "[t]he particular means of execution—be it articulation, rhythm, tone color, 
dynamics，or a combination of these-that the player employs to interpret the diminutions 
on the surface will depend ultimately on his personal style." (Burkhart 1983, 112) He also 
claims that his "partial-overlap" position comes in line with that of Schenker. He recounts 
Schenker's position as that "[w]hile he [Schenker] often vividly expressed his convictions 
on the benefits of applying his theory, he did not think that such application would 
automatically produce a good performance, and he recognized that many decisions would 
always be left to the individual performer. By no means did he ignore the intuitive side of 
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performing, but in his writings he focused on the objective side." (Burkhart 1983，96) 
Burkhart's recount of Schenker's position on the analysis-performance relationship is 
apparently in conflict with another recount by Rothstein that Schenker sees performance 
as an objective and inevitable result of music's structure. (Rothstein 1984, 5 and 10) 
Perhaps the answer of this seemingly insoluble conflict lies in Schenker's change of 
attitude on that issue as Burkhart writes,"Schenker worked at one period on a theory that 
explicit dynamic levels could be deduced with certainty from the levels of the pitch 
structure. . . . it appears little in Schenker's published work and not at all after 1926.. . . 
According to Jonas, this theory of dynamics is among the subjects discussed in Schenker's 
unfinished treatise on performance. Nonetheless, one wonders if perhaps it was not an 
idea that Schenker eventually dropped." (Burkhart 1983，112n) 
From Burkhart's article, it can be learnt that application of Schenkerian analysis 
leads to discovery of music's structural features and the awareness of these features affects 
one's performance interpretation in terms of fingering, articulation, dynamic shading, and 
the like. Structural features discussed include long range voice-leading connection, 
motivic parallelism, register transfer, and some foreground events. With regard to the role 
of background, instead of deriving performance suggestions directly from it, Burkhart's 
interpretation of foreground events is grounded upon the background. Burkhart's view of 
the role of background, together with his "partial-overlap" position on the analysis-
performance relationship, accounts for the lack of material principle of expressing high 
level structures. 
Another theorist who applies Schenkeian analysis to performance is Kamien. ln 
his paper, Kamien (1983) demonstrates the use of analysis in tackling four performance 
problems including playing ornaments, time span between movements, motivic connection, 
and expression of voice-leading structure. Among these problems, Schenkerian analysis is 
applied only to the problem of expressing voice-leading structure. The other three 
problems are discussed just on the very "surface" of the music. In handling these 
problems, Kamien did not invoke any analysis ofhigher level voice-leading structure. The 
following discussion therefore focuses on the expression of voice-leading structure alone. 
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I Based on theSchenkerian analysis of mml-8 of the third movement of Mozart's 
I piano sonata K.333, Kamien shows how dynamic shading aids the expression of linear 
progression. In Exx.3-14a and b, where the music and the graph of that passage are 
A A A 
shown, those measures contain an interrupted linear progression ofafifth such that 5-4-3-
A A A A A A 
2 II 5-4-3-2-1 in Bb major. This interruption, occurring at the end of m4，dissects the 
music into two equal halves of four measures each. The first F is prolonged by a 
subsidiary third-line F-Eb-D where F in mlbl, Eb in m2bl, and D in m3b3. The 
prolongation of this F is completed in m3b4 where the next step of the linear progression 
Eb arrives. Kamien suggests that due to its status as inner voice, m3bl should not be 
stressed though it is metrically strong. In addition, the inner voice in m3 ascends from Bb 
up to the structural step Eb (by reaching-over) can be expressed with a crescendo. To 
connect the first two structural steps, the F in mlbl and the Eb in m3b4, the latter should 
be slightly emphasized. By contrast, Kamien points out that m3bl and m7bl are 
essentially different in that m3bl brings an inner voice back up to a higher-level tone 
whereas m7 contains structurally significant steps D and C. Unlike m3bl, which should be 
deemphasized, Kamien recommends that m7bl should receive full metric weight. (Kamien 
1983，167-170) 
Ex.3-14: Mozart's sonata, K.333 (3rd mvt: mml-8) (from Kamien 1983, 168) 
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In contrast to the lack of material principle of expressing linear progression and 
higher level structures in Burkhart's study, Kamien marks essential differences in the 
expression of inner voice and structural tones in his discussion of the linear progression 
and dynamics. For Kamien, while an inner voice should not be accented and be played 
crescendo when ascending to a higher level, structural tones should be relatively 
emphasized for the sake of expressing voice-leading connection. 
The doctoral dissertation completed by Locke in 1985 is a work useful to the 
present study. It is a conductor's analysis of Brahms' vocal music: the motets Op.29 no.2 
Schaffe in mir, Gott, ein rein Herz and Op.74 no.2 0 Heiland,reiss die Himmel auf. In 
the dissertation, the analytical approach adopted is a Schenkerian analysis in which Locke 
. emphasizes its capability to analyze structural levels of music. This dissertation is written 
primarily as a pedagogical tool for a choir conductor. Most of the pages are devoted to 
topics such as conducting technique, rehearsal technique, and the like. Inspite of this 
pedagogical orientation, the dissertation still has something to be gained about how the 
author determines the performance interpretation of the music based on the Schenkerian 
analysis. 
In this dissertation, much effort is spent on explaining how to rehearse, how to 
teach choristers to understand and perform the motets, and many similar topics. Although 
many compositional features are discovered through the Schenkerian analysis of the 
music, Locke concentrates on how to teach choir members to know and experience these 
features rather than offering precisely what kinds of performance treatment are needed if 
those features are to be expressed. This orientation inevitably leads to much explanation 
of the ways to introduce high-level structure, the use of eurhythmic approach to 
experience tonal motion, and the use of bodily physical movement to experience 
fundamental structure. 
Apart from its pedagogical aspect, the dissertation also suggests some 
performance instructions according to the Schenkerian analysis of the music. In the 
discussion of Brahms' Op.29 no.2, there are two instances highlighted to show how 
dynamic shading is utilized to express linear progression and facilitate register transfer. In 
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order to bring out the third-line (A-G-F) in mm69-70 (see Ex.3-15)，Locke suggests that 
the alto part at m69b3 must not lessen intensity going into m69b4 where alto's G doubles 
soprano's G leading to soprano's F in m70b3. (Locke 1985, 136) Concerning register 
transfer (see Ex.3-16)，Locke recommends that the note C of the tenor part in m27 should 
be emphasized so as to express its role as a resolution of the soprano's B in m23 through 
register transfer. (Locke 1985，138) 
Ex.3-15: Brahms' motet, op.29，no.2 (mm69-71) (from Locke 1985, 59) 
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While the expression of linear progression and register transfer is suggested in the 
discussion of Brahms' Op.29 no.2, Locke explains the implication of motivic parallelism 
on articulation in the discussion ofBrahms' Op.74 no.2. Locke argues that coherence of 
music is obtained by emphasizing similarities rather than differences. (Locke 1985, 23) 
Motivic parallelism, as a repetition of motive on a higher level, is an instance of these 
similarities. As shown in Ex.3-17, the linear descent in the soprano part at ml05 is closely 
related to the descent in the alto part at mm98-100. Locke suggests that the second and 
the third eighth-notes of each four-note group of the alto part should be sung lightly so 
that the close relationship of the two descents can be clearly projected. (Locke 1985，21) 
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Ex.3-16: Brahms' motet, op.29, no.2 (mm22-27) (from Locke 1985，76) 
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Ex.3-17: Brahms' motet, op.74, no.2 (from Locke 1985，22) 
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Locke concludes his discussion ofBrahms' Op.74 no.2 by stressing the importance 
ofpreserving a sense of continuity when performing canonic music. Due to his beliefthat 
the tonal background of the music is a higher-level structure conceptually above the 
canonic structure, his interpretation follows that too much emphasis on the canon as a 
structural element results in a rhythmically brittle performance. This view is best described 
by the passage that "what is required from the conductor and the singers is a flill 
understanding of the function of the canonic structure within the larger rhythmic and 
harmonic scheme so that Brahms's musical ideas are helped and not hindered by the 
performance," (Locke 1985，34) 
Despite of the adoption of pedagogical approach, performance suggestions given 
by Locke are clear, precise, and realizable. Contributions made by Locke concerning 
analysis as applied to performance include the use of dynamic shading to express linear 
progression and facilitate register transfer, and the role of motivic parallelism in 
determining proper articulation. Moreover, like other theorists, Locke is concerned with 
the continuity ofmusic which can be achieved by adhering to higher-level structure (tonal 
background) rather than the lower-level structure (canon). 
As a critique of the value and the limitation of analysis for performance, 
Schmalfeldt (1985) approaches the issue of applying analysis to performance in a 
distinctive way. By assuming both the roles of Analyst and Performer, the author presents 
the analyses and discusses related performance decisions ofBeethoven's Bagatelle Op.l26, 
Nos. 2 and 5 from the points of view of two different musicians. Although the analytic 
method used is eclectic，a Schenkerian approach to analysis is also invoked in the study. 
(Schmalfeldt 1985, 2) 
To dramatize the character ofOp.126，No.2 (see Ex.3-18), Schmalfeldt identifies 
two contrasting musical ideas: one is the continuous sixteenths (mml-4); another is the 
slow moving eighths (mm5-8). These contrasting ideas are brought to a synthesis in the 
codetta in mm78-86. (Schmalfeldt 1985，17) The Analyst applies Schenkerian analysis to 
uncover some concealed motivic relationships which include neighboring note, reaching-




descent. (Schmalfeldt 1985, 8-14) Among these concealed relationships，the Performer 
offers performance suggestions with respect to the expression of neighboring note, 
reaching-over，and turn figure. 
Ex.3-18: Beethoven's Bagatelle, op.l26, no.2 (mml-26) (from Schmalfeldt 1985, 3) 
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As shown in Exx.3-18 and 3-19，the D in mlbl, the Eb in mlb2, and the D in 
m2bl form the neighboring motion. The same motion is repeated within the contrasting 
idea in mm6-8 an octave higher. This time, the neighboring motion is extended with a 
turn figure such that [D-{F)-(Eb-D]-C#-D) where [D-Eb-D] is the neighboring motion, 
(Eb-D-C#-D) is the turn figure, and {F} is an embellishment to Eb. Apart from the 
A. 
prolonging function of this neighboring note on the 5，the neighboring motion is also a 
feature common to both contrasting musical ideas. The Performer suggests that the 





Ex.3-19: Beethoven's Bagatelle, op.l26, no.2 (from Schmalfeldt 1985，9) 
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In mml8-25, a series of reaching-overs is mixed together with the neighboring 
motion, (see Exx.3-18 and 3-19) Starting with the upbeat (D) to ml9 and the C in 
ml9bl, this series of reaching-overs is continued by Eb-D in mm22-23, and F-Eb in 
mm23-24. The neighboring motion from the D in m23bl is completed by the Eb in m24 
and the D in m25. For the Performer, this series of reaching-overs suggests a forward 
motion which should be maintained until the cadential dominant in m25. 
The Uirn figure Eb-D-C#-D, which is first introduced in mm6-8, has its very 
hidden appearance in mm54-57. (see Ex.3-20) To project this concealed turn figure, the 
Performer calls for a technique of "finger-pedaling"--holding down the keys instead of 
using the foot pedal. More than better projection of the turn figure, the Performer argues 
that finger-pedaling has the advantages of increasing the texture and the volume of the 
music and reducing the tendency to rush in this exciting passage. (Schmalfeldt 1985, 18) 
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Ex.3-20: Beethoven's Bagatelle, op.l26, no.2 (mm51-59) (from Schmalfeldt 1985，4) 
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The Performer recognizes that a performer's job is different from that of analyst. 
She writes,"[w]hen the musician functions as analyst or listener, he has the opportunity 
simultaneously to enjoy several modes of perceiving the work of art. When the musician 
performs, his synoptic comprehension must be placed completely at the service of 
projecting the work through time-making moment-by-moment connections, holding the 
thread of musical logic at every point, living within and through the work until, and even 
after, its final tones have been achieved." (Schmalfeldt 1985, 17-8) While the Performer 
makes a distinction between the job of performer and that of analyst, she also recognizes 
the value of analysis for performance. Apart from the performance suggestions made 
based on the analysis，the Performer is convinced that analysis can build up performer's 
confidence as knowledge so that performers know on what basis they perform the work as 
they do. She also emphasizes that reliance on analysis would not forsake freedom and 
spontaneity but gain freedom in the security of knowledge resulted from a comprehensive 
study ofthe work. (Schmalfeldt 1985, 18-9) 
Unlike the presentation ofBeethoven's Op.l26, No.2, which is introduced by the 
Analyst and then replied to by the Performer, Beethoven's Op.l26, No.5 is introduced by 
the Performer who raises a performance problem—the treatment of the tonic cadence at 
m32--and the Analyst is asked to respond. The performance problem raised by the 
Performer is whether the tonic cadence at m32 should be regarded as a fundamental 
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closure of the piece. With reference to Ex.3-21，the form of the piece is a binary design 
where mml-16 is the first section and the second section begins from ml7 in the 
subdominant key. There is a perfect cadence in m32 in the tonic key but the repeat sign 
brings the music back to the subdominant key. As pointed out by the Performer, this 
return to the subdominant key and the weak metric position (the last eighth note of the 
measure) on which the tonic chord is placed in m32 lead to the question whether m32 or 
m42 is the fundamental closure of the music. (Schmalfeldt 1985, 19-21) 
Ex.3-21: Beethoven's Bagatelle, op.l26, no.5 (from Schmalfeldt 1985，20) 
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For that question, the Performer has considered the suggestion given by Cone.^ ^ 
To Cone, m32 is seen as a dominant prolonged to the downbeat of m35 where the tonic 
chord arrives. According to Schmalfeldt (1985，21-23)，Cone suggests that m32, 
especially the bass note D as dominant, should receive sufficient stress so as to sustain its 
dominant function until the arrival of tonic chord in m35. However, the Performer is not 
satisfied with this performance direction and asks the Analyst for further suggestions. 
Again, the Analyst points out the significance of neighboring motion (D-E-D) in 
this piece. Besides the lower level appearances of the neighboring note (E) in mm2, 5, 11， 
14, 30, and so forth, she regards the C major passage mml7-24 as prolonging the 
neighboring note (E) which is followed by the structural descent completed in m32. (see 
Ex.3-22) From this view, it follows that the final section mm35-42 is understood as a 
reminiscence or a summary statement bridged to the structural closure at m32 by the tonic 
prolonging codetta of mm33-34. The codetta transfers the register back to that of the 
opening theme but immediately leads to the coda (mm3 5-42) reaffirming the register of 
the fundamental closure at m32. Although the coda itself contains a fifth-line, it is 
subordinated to the fundamental closure in m32. (Schmalfeldt 1985, 23-27) 
It is this analytical view that provides the answer to the Performer. The Analyst 
replies firmly that the cadence at m32 should be regarded as a fundamental closure and the 
Performer should not drive onward to m35. However, the Analyst emphasizes the 
limitation of analysis for performance that analytic observations can only inform the 
Performer what not to do but cannot tell the Performer precisely what to do. In 
Beethoven's case, the Analyst suggests not to treat the weak cadence at m32 as if it does 
not exist and not fail to change the pedal on the last eighth note of that bar. Beyond this, 
the Analyst believes that no precise direction can be given. She insists that any analytic 
observation can be effected by a variety of means in performance. Thus, she writes "[o]f 
all the benefits I (the Analyst) have gained from collaborating with my friend the 
Performer, the first among these is the confirmation that there is no single, one-and-only 
34See Edward T. Cone, "Beethoven's Experiments in Composition: The Late Bagatelles," in Beethoven 




I performance decision that can be dictated by an analytic observation."(italics in original) 
(Schmalfeldt 1985, 27-28) 
Finally, the Analyst and Performer remark that the art of performance is by nature 
inexhaustible and their dualities exhibit just a partial overlap. So, they come to the 
conclusion that "there are always 'difFerent, better' performances and analyses. • . • with a 
call to other performers and analysts for greater commitment toward a liaison based upon 
an increased understanding of shared and separate tasks." (Schmalfeldt 1985, 28) 
To summarize Schmalfeldt's suggestions related to Schenkerian analysis，they 
include the emphasis ofneighboring note, the forward motion applied to express reaching-
over, and the use of finger-pedaling in projecting concealed turn figure. On the one hand, 
she also finds analysis useful in its value to offer performers confidence and freedom due 
to the possession of knowledge-based interpretation. On the other hand, she admits that 
analysis is limited to telling performers what not to do because any particular analytic 
observation can be materialized through different means. There is no one-and-only "best" 
performance. 
In the recent paper ofBeach (1987), through the illustration of the first movement 
of Mozart's piano sonata in A minor, K.310, he demonstrates the use of analysis in 
performance. For him, a convincing performance is based on knowledge which is learnt in 
part through analysis. (Beach 1987，157) To achieve a thorough study, paying attention 
to not only one music parameter but to both the pitch and the metric aspects of music, he 
analyzes Mozart's sonata with the Schenkerian approach to uncovers motivic repetition 
and voice-leading of various levels. His analysis incorporates the recent approach 
developed by William Rothstein and Carl Schachter^^ who extend Schenker's theory to the 
metric organization of the music. (Beach 1987, 158) 
Although analytic observations resulting from a thorough analysis include 
hypermeter, neighboring motion and its enlargements, register transfer, Urlinie and its 
subsidiary linear progressions, and prolongations of various means, the performance 
35see William Rothstein. Rhythm andthe Theory ofStructuralLevels. Ph.D. diss., Yale University，1981; 
Carl Schachter. "Rhythm and Linear Analysis: A Preliminary Study," The Music Forum IV; "Durational 
Reduction, “ The Music Forum V; "Aspects of Meter," The Music Forum VI. 
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commentary given by Beach is limited to the goal of tonal motion. He points out the 
significance of the identification of these points of closure in tonal motion to performance. 
According to his paper, his performance commentary is discussed in the following order: 
Exposition, Recapitulation, and Development. 
Ex.3-23: Mozart's sonata, KV.310 (1st mvt: mm32-50) (from Beach 1987，181-2) 
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As shown in Ex.3-23, the exposition section ends in m49. However, the voice-
leading graph in Ex.3-24 shows that the tonal motion to the mediant key is achieved by 
m35. Beach also points out the various cadential gestures signifying the close of the 
exposition section from m35 on. Apart from mm35 and 49，these cadential gestures are 
found to include mm40 and 45. Inspite of the arrival of the mediant key at m35，taking 
into consideration both pitch and hypermetric aspects，Beach contends that the complete 
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harmonic and melodic closure should be the downbeat of m45 and mm45-49 are regarded 
as an extension of the final phrase. He suggests "[t]his lack of closure in bar 35 and again 
in bar 40 has direct implication for performance. Quite obviously one must play through 
the intermediary cadences until the goal is achieved. That is, the performer must not allow 
the tension to release prematurely，but instead must carry the momentum through these 
points to the end." (Beach 1987，166) Inspite ofhis claim that the analytic observation has 
direct implication for performance, his suggestions seem to be ambiguous without 
something comparable to realizable performance instructions. The commentary on 
recapitulation and development resembles similar outcomes. 
Ex.3-24: Mozart's sonata, KV.310 (1st mvt: mm23-45) (from Beach 1987，165) 
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With respect to the fundamental closure of the recapitulation, Beach identifies the 
downbeat ofml29 as such a closure though there are various tonic cadential gestures such 
as those in mml 16，121，and the end--ml33. (see Exx.3-25 and 3-26) Again, although the 
tonal motion is stabilized in tonic key in ml l6 and a tonic perfect cadence appears again in 
ml21, Beach sees them only as intermediary cadences. Like the exposition, Beach 
maintains that the phrase after the complete closure from ml29 until the end is an 
extension. To performers, he writes "play through the intermediary cadences in bars 116 
and 121，and to carry the energy through to the real point of arrival. Thus it is vital that 
the pianist not detach bar 128 from the downbeat of bar 129, as is sometimes done in 
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performance. It is true that bar 129 is the beginning of something new, the closing phrase, 
but it is also the end of something，namely the goal of tonal motion originating in bar 104. 
It is both a beginning and an ending, and to treat it only as the former can ruin an 
otherwise excellent performance. ” (Beach 1987，170) 
Ex.3-25: Mozart's sonata, KV.310 (1st mvt: mmll3-133) (fromBeach 1987，185-6) 
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Ex.3-26: Mozart's sonata, KV.310 (lstmvt: mmll6-129) (from Beach 1987，173) 
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Concerning the tonal goal of the development section, Beach points out that it 
should be the dominant harmony which leads to the return of tonic at the beginning of the 
recapitulation. The tonal goal is found to be the dominant chord in m74 where the arrival 
ofthe structural E prepares the restatement of the main theme in m80. In this respect (see 
Exx.3-27 and 3-28), Beach clarifies that "[t]he a minor chord in bar 73 is not the goal of 
the phrase, but rather it provides consonant support for the passing note [E] within the 
third [F-E-D#]. It is extremely important to recognize that the real goal is the dominant in 
bar 74. Any attempt to make the a minor chord the goal in performance would disrupt the 
tonal motion ofthe phrase and the development section in general." (Beach 1987，177) 
Ex.3-27: Mozart's sonata, KV.310 (1st mvt: mm71-76) (from Beach 1987, 183) 
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Ex.3-28: Mozart's sonata, KV.310 (1st mvt: mm50-79) (from Beach 1987, 175) 
50 5^, ti u 10 n u{n 11 
g ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ l ^ ^ ^ ^ ^ 
^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ 
:^^:^=^±^^^^^^^^1 '： ” 卞 ’ 乂 ： ？ 二 气 劣 ^ - — ^ r ~ f ~ ^ E 
^^~Y"^__~w~^if’ ti .i「1 -/ ,r，-7 I V^-^^-~^=~rl^7~^ K U ] [* — 
^^-—~^_J^ a _ jU^^ ^ ^ 
. ( “ 女 . ） 
JE .iv 1 — 
As shown in his performance commentary, Beach offers no material principle of 
expressing the structural elements he has found. Even in the discussion of the relevance of 
tonal goals, Beach limits himself to the topic of momentum or forward motion instead of 
giving direct performance instruction. Although no "realizable" performance suggestion is 
provided, at least it is shown what kinds of structural feature or relationship that are 
considered by Beach to be relevant or significant in performance. His position is shown in 
the passage written that "I do not mean to suggest that the theorist should be telling the 
performer how to play, but rather that he can provide him with valuable insight into a 
work's organization." (Beach 1987, 158) If thejob of analyst is only to provide performer 
with analytical knowledge without any responsibility of offering plausible performance 
suggestions, then what is the difference between "pure analysis" and "applied analysis"? In 
other words, ifthe practicability of analysis in performance does not lie in its performance 
suggestions offered，what is the distinction among analysis that carries implications for 
performance and analysis that does not carry such practical implication? 
To emphasize the distinction between applied analysis and pure analysis, a 
restatement of the partial overlapping relationship between analysis and performance 
seems necessary. There are three dimensions to be noted within the overlapping areas of 
analysis and performance. First, if an analysis is to be applicable to performance, its 
analytical issues should be relevant to performance decisions in such a way that the 
analytic observations are decisive in matters like articulation, dynamic shading，temporal 
control and so forth. So far, structural features uncovered by Schenkerian analysis such as 
66 
motivic parallelism, neighboring motion, and low-level linear progression are directly 
related to decisions of articulation and dynamics in performance. Second, if an analysis is 
not to turn out as abstract theoretical findings，the terms it uses to tell performers analytic 
observations and their interpretive implications should be explicit and definite. That means 
some kinds of material principle should be derived to defme what structural features (e.g. 
motivic parallelism) to express and what performance effects to produce (e.g. slurring, 
dynamics). In the studies reviewed, those of Levy (1979), YaDeau (1980), Kamien 
(1983)，Locke (1985), Schmalfeldt (1985) contain performance suggestions that are 
explicit and definite to performers. Third, the last dimension is how those terms are 
communicated to performers or in what direction they are stated. From the study of 
Schmalfeldt (1985), there seems to be at least two ways of making performance 
suggestions. One is telling or suggesting to performers what to do. Another one is telling 
performers what not to do. As some of the theorists argue, due to the fact that a 
particular analytic observation can be expressed with different means in performance, 
these theorists tend to prefer the latter way-telling performers what not to do. 
Schmalfeldt states her position on this matter very clearly in the conclusion of her paper. 
Schenker (1935/1979) and Burkhart (1983) are famous for their contention that tones of 
fundamental line should not be singled out. This way of making suggestions seems to 
respect performer's autonomy within a particular analytic interpretation. However, the 
former way that telling performers precisely what to do has its advantage over the latter. 
Although there exists a variety of means of performing the same analytic observation, 
suggesting a plausible way of playing among potential candidates of means should do no 
harm to performer's autonomy. Instead, this precise suggestion would probably reduce 
the degree of "abstractness" of a theoretical discourse and possibly act as a clear 
illustration ofhow to realize an analytic observation that should be valuable to performers. 
In short, to most performers，precise performance suggestions, if not imposed as binding, 
are always welcome. And, in the next chapter, the performance suggestions for Chopin's 
sonata movement are given in this direction that relevance, precision, and positive 
instructions constitute the ideal to look for. 
i • 
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Although many studies reveal that Schenkerian analysis is relevant to performance 
issues, the degree of success in deriving precise and realizable performance suggestions 
varies among different theorists. As shown in YaDeau's dissertation, precision in 
performance suggestions alone is not enough; however, performance suggestions should 
be correlated to specific analytical features. In this way, performers would know what 
kinds of performance effect are required to express certain analytical features. From the 
literature on the application of Schenkerian analysis to performance, the following 
principles of giving performance suggestions can be summarized. 
Concerning the expression of structural lines and subsidiary linear progressions， 
various scholars provide the following suggestions. From an analysis of registral levels, 
Levy (1979) points out its significance in the decisions of phrasing to obtain continuous 
motion of the music. YaDeau (1980) also devises a tonal link to tying up contrastive 
sections of Chopin's Ballade and emphasizes that a rallentando should not be anticipated 
until the arrival ofnext structural tone. Kamien (1983) suggests that structural tones can 
be emphasized in relation to non-structural ones. Locke (1985) advises that the intensity 
ofmusic should be maintained from one structural note to another. He particularly points 
out that the coherence of higher level structure should not be distorted by 
overemphasizing foreground features (canon in his case). According to Schmalfeldt 
(1985)，the treatment offundamental closure can be done with a cease of forward motion 
and a clear expression of that cadential point. Beach (1987) suggests that performers 
should keep tension until the arrival of the significant tonal goal. 
In connection with the treatment of tonicization, only YaDeau (1980) offers 
performance suggestions for its expression. He suggests that forward drive of the music 
should be sustained when approaching tonicizing gestures. In the case of shifted 
tonicization (e.g. dominant seventh chord altered to become diminished seventh chord), he 
would apply a ritardando for such a situation. 
Regarding the expression of enlargement, Burkhart (1983) illustrates the use of 
slurring and different tone qualities (e.g. accent, dynamic shading) in the projection of 
various levels of enlargement. In his discussion of Brahms' motets, Locke (1985) 
demonstrates that enlargement can be clearly projected through appropriate articulation 
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and deemphasis of non-motive tones. Schmalfeldt (1985) suggests that the emphasis of 
the enlarged motive tones can be accomplished by finger pedaling which would thicken the 
texture of the music and create a sense of crescendo. 
In handling reaching-over, which is a movement from an inner to an upper voice, 
Kamien (1983) characterizes this feature with crescendo. To the same feature, 
Schmalfeldt (1985) suggests that it may be accompanied with forward motion. 
Concerning register transfer, Locke (1985) faciliates transfer by emphasizing the 
connection of the two notes and the resolution thereafter. With respect to foreground 
features such as low-level neighboring motion and low-level motive, Burkhart (1983) 
suggests that these features can be expressed by giving them accents and Schmalfeldt 
(1985) advises that neighboring notes can be approached with crescendo. 
In their studies, these scholars highlight many analytical features through 
Schenkerian analyses and propose performance suggestions according to different 
structural features and particular “musical，，circumstances. Despite the fact that they 
demonstrate the application of analysis to performance with varying degrees of success, 
their accomplishment in these studies shows that Schenkerian analysis can be relevant to 
performance issues and that musical interpretation can be derived from such an analysis. 
Although the performance suggestions derived from their analyses cannot be claimed as 
the best interpretations, they can expand the performers' view of the music and, perhaps, 
shed light on other creative approaches of performance interpretation. 
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CHAPTER 4 
THE FIRST MOVEMENT OF CHOPIN'S B MINOR SONATA 
With the objective of demonstrating and exploring the application of Schenkerian 
analysis in making performance decisions, this chapter presents a Schenkerian analysis of 
the first movement of Chopin's B minor piano sonata and some performance suggestions 
thereof. In making performance decisions, relevant principles extracted from the literature 
on Schenker and his followers are invoked. The Schenkerian analysis presented below is 
by no means the only possible analytical reading as it differs in some ways from another 
analyses such as the one by Arnold (1992). To serve the purpose of generating 
performance suggestions, the analysis brings into focus various compositional features of 
the piece such as its fundamental line，subsidiary linear progressions，enlargement, 
neighboring note, and other voice-leading structures which are relevant to performance. 
Accordingly, the presentation of this analysis focuses on certain levels of the 
middleground. Moreover, the interpretation of the foreground is evident in the 
middleground presented and thus a detailed description of the foreground is not included 
in this thesis. 
SCHENKERIAN ANALYSIS^^ 
The background of the movement is characterized by an interrupted fundamental 
line that 5-4-3-2 // 5-4-3-2-1. The exposition section covers the first portion of the 
^^ 
fundamental line (mml-93). The development section is a prolonged 2 (mm94-150). The 
A A 
recapitulation section resumes the 5 and brings it to a close on the final 1 (mml51-186). 
The completion of the fundamental line is followed by a coda where the fifth-liiie is 
repeated and necessary register transfer is applied to bring the structural tone back to the 
obligatory register, (see Ex.4-1) 
36jhe music score ofthis movement is not included in this thesis. Readers may consult the Polish 
Complete Edition by Paderewski which is used in the present analysis. Separate analytical examples are 
provided within the text. For an overall view of the analysis of the whole movement, see the complete 
analytical graph in Appendix C. 
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Ex.4-1: Background structure and formal divisions 
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Ex.4-2: Subsidiary structural lines in exposition 
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Exposition (mml-93) 
Within the prolongation of the 5 of the Urlinie in the exposition, there are 
subsidiary structural lines in different areas of tonicization. Apart from the opening B 
minor key area, there are two more tonicizing gestures in the exposition section. One is in 
D minor, which is characterized by a fifth-line (mm23-41), and the other is in D major, 
which is supported by another fifth-line twice (mni41-84), thus forming a modal mixture. 
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The importance of these tonicizing gestures lies not only in their influence on structural 
formation but also their influence on the creation of an enlargement (motivic 
parallelism).37 Compare Ex.4-2 with mm3-4 ofEx.4-3: 
Ex.4-3: Voice-leading graph of mml-8 
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According to Ex.4-3, there are many types of voice-leading features such as linear 
progressions，neighboring notes, unfolding, and register transfer among the structural 
A . A . 
tones. The opening motive ofsixteenth notes transfers the 5 down an octave and this 5 is 
brought back to the original register by a fifth-line in m2 (B-F#). The returned F# is 
extended by a neighboring motion as shown in mm3-4 ofEx.4-3 which corresponds to an 
enlarged version shown in Ex.4-2. The F# comes down again and this time is elevated to 
C# supported by a dominant chord through a fifth-line (F#-C#) in m6. The arrival of 
dominant chord and the completion of the fifth structural line seem to signify a closure; 
however, the emergence ofA and D# in m8b2 redirects the tonal goal to E minor. 
37This motivic enlargement is made plausible by the dual function of the G in m29. The structural tones 
A in m23 and G in m29 are continued by other structural tones on the one hand; the G is also prolonged 
from the bII harmony in m29 to the dominant harmony of the mediant in mm33-40 on the other. The 
analysis by Arnold (1992，179-194) does not recognize this enlargement probably due to her 
understanding ofthe structural G in m29 merely as a neighboring note of the structural F#. Unlike 
Amold's analysis，the present author points out the subsidiary structural lines ofvarious tonicized areas 
and recognizes the dual function of the structural G. 
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As shown in Ex.4-4, the tonality from m9 on is unstable until the arrival of the 
mediant tonal area (D minor) in m23. Although the final structural tone B of the previous 
structural line is prolonged over mm9-12, again with a fifth-line from E to B，it is mainly 
supported by subdominant harmony instead of a B minor tonic chord. The chromatic 
ascent in mml2-16, which begins with E as a resolution of the previous D# in m8, raises 
the upper voice from E to M . Instead of acting as the leading tone ofB minor, this A# is 
enharmonically respelled as Bb in ml7 which, with a different tonal function, paves the 
way for the upcoming tonicization of the mediant (D minor). The dominant pedal from 
ml4 is changed to F supporting a Bb major chord which outlines a sixth-line from Bb to D 
in mml7-18. With regard to chromatic writing, the diminished seventh chord in ml9 is 
shifted by steps to a dominant seventh chord of Eb in m20. The D in ml8 is transferred 
down an octave through a eighth-line in m22. By reaching-over, this D in m22 is raised to 
•j 
I A which is lifted an octave up to the A in m23 and rests on an inverted mediant chord, 
i • 
Ex.4-4: Voice-leading graph of mm9-22 
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Ex.4-5 shows a structural line offifth from the A in m23 to the D in m41. Inspite 
of its integrity as a subsidiary structure in a tonicized mediant minor, the true function of 
this passage should better be understood as a preparation of the mediant major (D major) 
•！ in the second theme group. This interpretation is further substantiated by three facts. 
First, from a foreground level, this passage possesses some sort of driving force towards 




the second theme group which is anticipated by the top line in m23.^ ^ Second, the 
tonicization of the mediant is reinforced by the use ofbII in mm29-30. Third, the second 
half of this passage is a prolonged dominant harmony of the mediant. These make the 
mediant major settles in m41 as the tonal goal of the exposition. 
Ex.4-5: Voice-leading graph of mm23-41 
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The A in m23 starts the fifth-line (A-D) in mm23-26 and the F in this fifth-line is 
changed to F# in mm27-28 as a lower neighbor embellishment to the following G in 
mm29-30 which is supported by a bII harmony of the mediant. The next structural tone is 
the F supported briefly by a mediant minor chord in m33bl. A fifth-line (Bb-E) in mm33-
35, which is supported by a dominant chord of the mediant, approaches the penultimate 
structural E in m35. This subsidiary structural line is not completed until the arrival ofD 
in the third and the ninth eighth notes of the LH in m41 after a prolonged dominant of the 
mediant in mm33-40. The mediant major chord established in m41 brings back the highest ^^  
level 5 (F#) set forth at the beginning of the movement. 
38it is pointed out by Dhuvabhark (1992, 39) that the music material in mm23-28 is a canonic 




Ex.4-6: Voice-leading graph of mm41-93 
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Ex.4-6 shows that the second theme group of lyrical character is actually a 
丨 subsidiary structural fifth-line (A-to-D) repeated twice in the mediant major. The first A-
to-D line covers mm48-76 and the other one covers mm76-84. The lyrical second theme 
begins with F#, which has to go through an ascent to the first subsidiary structural tone A 
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in m48, thus leading to a displacement of the fifth-line. Upon the arrival of the structural 
A in m48, it is immediately transferred down an octave through an eighth-line to the A in 
m52 from which ascends again back to F# in m56. This F# in m56 is embellished with a 
compound neighboring motion which appears several times in the development and the 
recapitulation sections both as ordinary and enlarged repetitions. From m61 on，the 
mediant major harmony is prolonged through a series of unfoldings until m67 where the 
F# descends stepwise and an octave transfer brings the voice to the E in m69. This E 
ascends back to the structural tone G in m69b3 and the next structural tone F# arrives at 
m74bl supported by a second inversion D major tonic chord. The dominant harmony of 
D major stretched over mm74-75 supports the structural tone E and leads to the close of 
the first major-key A-to-D fifth line in m76bl. (The chromatic technique of changing a 
diminished seventh chord to a dominant seventh chord by stepwise motion is used again in 
mm65-66.) This fifth-line in mediant major is echoed in mm76-84 but this time it is spread 
over a wider tonal space and its close is driven up to an octave higher. The prolongation 
of the A and G in mm76-83 is filled with reaching-overs and register transfers (eighth-
line). This fifth-line repeated reinforces the mediant tonal area. From m84 on，the upper 
voice descends aiming at the goal tone ofF# in m88. The arrival of the F# in m88 marks 
the return to the highest level 5. The E in m90 acts as the lower neighboring note of the 
previous F# in mm88-89 and the one at the beginning of the movement when the repeat 
mark is executed. For the second playing of the exposition section, the status ofthe upper 
voice E in m92 is elevated from being the neighboring note of the structural FW to a higher 
level as 4. Moreover，the status of the alto/inner voice paUern--D-C#--in m92 is also 
A A 
accordingly changed to a higher level as 3 and 2 in m93 where the alto voice D-C# pattern 
in m92 is replaced by the upper voice. 
Development (mm94-150) 
According to a traditional view of the development section suggested by Arnold 
(1992，174-175)，this section can be subdivided into three parts: mm94-116, 117-136，and 
137-150. The first part exhibits the potential of the opening theme group of the 
movement. As a contrast to the first, the second part states the lyrical second theme. The 
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third part is a transition which bridges the development section to the recapitulation 
section. Like Arnold, Dhuvabhark (1992，46) also contends that the development section 
emphasizes the difference between the first and the second themes. This foreground 
picture would be reshaped if the structure of the development section is understood as a 
series of shifting tonicizing gestures. These tonicizing gestures，highly chromatic in nature 
by utilizing the techniques of enharmonic respelling, interchangeable use of diminished and 
dominant seventh chords, and a chain of diminished seventh chords, keep the tonal goal 
constantly changing until the arrival of the tonic major in the recapitulation section. That 
means, in addition to subdividing the development section according to its motivic feature 
at a foreground level, it can also be seen as a succession of short-lived tonicized areas. 
This middleground view leads to the discovery of an enlargement of a compound 
neighboring motion. As shown in Ex.4-7, each note of the enlarged motive is supported 
by momentarily tonicized harmony. Within the prolonged 2, the enlarged motive consists 
ofthe F# over a tonic chord (B minor), the G over a flat-supertonic chord (C minor), the 
rt(=E#) over a flat-mediant chord (Db major), and the F# over a dominant chord of B 
minor. Compare Ex.4-7 with Exx.4-6 (mm56-60), 4-10 (mmll9-122), 4-11 (mml26-128 
and 144-146), 4-12 (mml68-170): 
Ex.4-7: Background graph of development 
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Ex.4-8: Voice-leading graph of mm94-100 
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Aithough its being as a composing-out of the 2 (see Ex.4-8), the development 
section has four subsidiary tonicized goal tones--F#-G-F^ -F#--forming a compound 
neighboring motion. The first tonicized goal tone (F#) is achieved through unfolding 
(mm94-97), neighboring motion (mm97-99), and linear progression (mm99-100). Like 
other tonicizing gestures, this goal of tonicization is approached with a standard cadential 
formula-II-V-L As mentioned before, the tonicizing gestures in the development section 
are temporary in nature that they are redirected immediately once their goals are achieved. 
In this case of mlOO, the temporariness of this tonal goal is reinforced by its weakly 
positioned supporting chord and its melodic continuance onto the A in ml01. Before the 
arrival of the first tonicizing goal, there are two types of chromatic techniques shown. 
The interchangeable use of dominant seventh chord and diminished seventh chord by half-
step adjustment occurs in mm94-99. The consecutive use of diminished seventh chords by 
half-step movement occurs in m97. 
According to Ex.4-9, the second goal of tonicization is the G at ml 11 in flat-
supertonic minor (C minor). This tonal goal is also approached with a cadential formula--
IV-V-I. After the first tonicizing goal in mlOO, the tonal motion briefly touches upon 
dominant minor (ml01), sharp-submediant minor (mmlOl-104), a highly chromatic 
passage (mml04-109), and introduces the cadential formula at mllO. From a harmonic 
point ofview, the intermediate harmonic goal since the Y# in mlOO should be the Bb over 
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a dominant seventh chord of IV/bII in mml04-106 preceding the upcoming cadential 
formula. That means the brief tonal motions in the dominant minor and the sharp-
submediant minor are passing in nature. After some voice-exchange and registral 
adjustment, the tonal space is converged to an octave and a half in ml04 where the 
chromatic techniques of enharmonic respelling (A# =Bb; C# =Db; Fx =G) and changing a 
diminished seventh chord to a dominant seventh chord by half-step adjustment (Db to C) 
are used. This dominant seventh chord ofF formed in ml04b3 is prolonged for three 
measures (mml04-106) and a wider tonal space is regained in ml06. In mml06-107, 
there once again appears an enharmonic respelling (G# =Ab) which signifies that a series 
of diminished seventh chords is coming in mml07-109. In ml 10，the introduction of the 
cadential formula stabilizes the tonicization of the flat-supertonic (C minor). Like the 
previous tonicized goal, the strength of this goal of tonicization at ml 11 is weakened by 
its being a first inversion chord and the forward motion created by the foreground events. 
Ex.4-9: Voice-leading graph of mmlOl-111 
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As shown in Ex.4-10, the third goal of tonicization is the F^at ml23 in flat-mediant 
major (Db major). Although the passage mml 12-123 is full of chromatic melodic motion, 
it is not difficult to recognize its supporting cadential formula--II-V-I. Before initiating 
this cadential formula, the dominant chord of Db major is established first in m l l4 by 
ascending and descending linear motion in a chromatic manner. This chromatic melodic 
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motion is active until the arrival of the dominant seventh chord (ml 17) which precedes the 
tonicized flat-mediant major chord (mll9). The tonal goal F^ is embellished with a 
compound neighboring motion (FN -Gb-Et|-Fi^ ) in mml20-121 which is repeated in other 
places and is enlarged. This enlargement consists of the tonicized goals of the 
development section. Again, the tonicization is shifted by a chromatic movement in the 
bass thus forming a dominant seventh chord of flat-subdominant major which redirects the 
tonal motion to other areas. 
Ex.4-10: Voice-leading graph of mml 12-123 
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Ex.4-11: Voice-leading graph of mml25-150 
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According to Ex.4-11, the final goal oftonicization is the F# at ml42 in dominant 
major (F# major) which is a supporting harmony of the prolongation and the F# descends， 
with harmonic support, to the 5--C# preparing for the return of the tonic major at the 
beginning ofthe recapitulation section. In connection with the flat-subdominant following 
the third tonicized goal-flat-mediant, this flat-subdominant is not considered as another 
tonicized area for the reason that it receives no significant tonicizing treatment (e.g. no 
supporting cadential formula). It can, of course, be seen as a modulation to the Eb major 
in a foreground sense. However, this flat-subdominant area contains a compound 
neighboring motion common to many other appearances in the development section. The 
dominant seventh chord of flat-subdominant (ml29) is changed to a diminished seventh 
chord in ml32 by chromatic bass movement and this diminished seventh chord is adjusted 
by half-step to a dominant seventh chord of flat-supertonic in ml33. This dominant 
seventh chord is followed by a series of diminished seventh chords in mml33-134 which 
leads back to the tonic major in ml37. However, this touch of tonic chord is very brief 
and it is redirected by a descent to a diminished seventh chord in ml39 which is adjusted 
by half-step to a dominant seventh chord of dominant (F# major) in ml40 and in turn 
moves to the dominant F# major chord in ml42. 
This dominant harmony is prolonged for nine measures (mml42-150). After the 
A 
unfolding of the chord in mml42-143, the F# descends stepwise back to the 2 in ml46 
which is further prolonged by an expansion of the tonal space in mml46-150. In ml42, 
the bass voice resembles a bass movement from M to B similar to that which occurred at 
the second ending of the exposition in m93. In mml44-146, the tenor voice provides a 
further compound neighboring motion (F#-G-E#-F#). 
Recapitulation (mml51-204) 
The recapitulation section is derived from the latter half portion of the fundamental 
A 
Structure after the prolonged interruption. The return to the 5 is achieved in ml58 and the 
fundamental line is brought to a close on the 1 in ml86. After this real structural closure, 
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the fundamental line is echoed and is spread over a wider tonal space, and finally this echo 
is confined to the obligatory register defined at the beginning of the movement.^^ 
Ex.4-12: Voice-leading graph of mml51-186 
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Unlike the sonata movement of the eighteenth-century tradition, the recapitulation 
section of this Chopin's sonata movement does not restate the first theme group but the 
second theme group only. According to Ex.4-12, although the tonic major is arrived at 
ml51, the 5 is not achieved until ml58. Like the exposition section, this displacement of 
structural tone results from the "initial ascent" which elevates the mediant—the starting 
note of the second theme-to the 5. This 5 descends an octave down through an eighth-
line (mml58-162) and the following upward sixth-line emphasizes the mediant minor very 
39Although the analysis presented in this thesis comes into agreement with Arnold's (1992, 205-7) in 
defining the real structural closure，they still differ in some ofthe details of voice-leading. In particular, 
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i shortly (mml62-166). By ml68, the tonic harmony is resumed and above it is the 
I -. 
: compound neighboring motion (D#-E-Cx-D#). The tonic harmony is then prolonged for 
• 1 
seven more measures up to ml74 by unfolding (mml71-174) and is moving towards the 
i cadential formula-II-I-V-L Just before the cadential formula, the final act of 
• I 
:j chromaticism appears in mml75-176 where a diminished seventh chord is changed to a 
i A A A A 
I dominant seventh chord of C# by half-step adjustment. The structural tones 4-3-2-1 are 
supported by their respective harmonies Il-U -V-I (mml79-186). All these structural 
tones, including the bass, are within the obligatory register. 
Ex.4-13: Voice-leading graph of mml86-204 
i rr^m. l “ 19。 1件 '^ ? M 
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As shown in Ex.4-13, the remaining "coda" is an echo of the fundamental line but 1 
this echo explores a wider tonal space before it returns to the obligatory register at the \ 
end. This fifth line echo is characterized with eighth-lines, reaching-over, and the repeated 
cadential formula--II-V-I (mml86-194). The structural tonic is transferred down an 
octave from ml94 to ml98. From ml98 on，the flourish of the tonic chord further 
expands the tonal space and brings the movement to a chordal ending. Although the top 
note of the ending chord is mediant, the tonal closure of the movement is already secured 
by the repeated structural lines and the lengthy prolongation of the tonic note until the 
end. 
.< . , 
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The structure of the movement can be summarized as an interrupted fundamental 
line of a fifth-span counterpointing a bass movement of 1-11-1¾. -V-I. The exposition 
A 
section consists in the first portion of the interrupted fundamental line. Under the 5，there 
are three subsidiary structural lines each supported by tonicizing gestures. Some of these 
subsidiary structural tones form an enlarged version of a foreground motive. The 
development section is a prolongation of an interruption in which a succession of shifting 
tonicizing gestures can be found. Again, the tonicized goals in this section form an 
enlargement of another foreground motive. The recapitulation section is the latter portion 
of the interrupted fundamental line. This section contains only the second theme group 
and there is a "coda" of nineteen measures long after the real structural closure. Apart 
from the structural lines and the enlargements, other voice-leading features include linear 
progression, neighboring motion, unfolding, reaching-over，and register transfer. The 
modal mixture of minor and major (both tonic and mediant) is significant throughout the 
movement. There are three types of chromatic techniques shown in this movement: (1) 
enharmonic respelling; (2) interchange of diminished seventh and dominant seventh chords 
by half-step adjustment; and (3) succession of two or more diminished seventh chords, 
again by half-step adjustment.4o 
PERFORMANCE SUGGESTIONS 
Based on the Schenkerian analysis above, this section presents some performance 
suggestions for the first movement of Chopin's B minor piano sonata, Op.58. Structural 
features of various levels uncovered from the analysis determine the decisions on many 
performance problems. These features range from the Ursatz (tonal background), its 
subsidiary structural lines, enlargement, various voice-leading characteristics such as linear 
progression, reaching-over, register transfer, and the like, to foreground events including 
neighboring motion, appoggiatura, suspensions, and so forth. References to analytical 
graphs and music score are necessary when reading the following performance 
suggestions. 
4 0 A l t h o u g h the same phenomena ofchromaticism are observed by the present author, the current 
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i Before discussing the performance of Chopin's sonata movement, there are some 
I preconceptions to be observed which define the ways in which the performance 
j 
I suggestions are proposed. First, the present study conceptualizes the performer's task as a 
presentation of performance nuances, which is the result of the performer's interpretation 
i • 
1 • 
of the music score, by controling in real-time certain acoustical properties.4i That means 
； the performer performs/presents his inner performance plan (perceptual "image" of the 
1 ‘ 
music) by exercising control of acoustical properties in order to "communicate" a 
corresponding perceptual "image" to listeners. This conception of performance as a 
stream of nuances is essential for the reason that it defines some performance parameters 
relevant to a particular musical instrument. Given a well-tempered tuning, the piano does 
not possess the freedom of intonation (nuance pitch) as many string instruments do. 
However, the piano does possess the capability of producing nuances of tempo (e.g. 
rubato, accel., rit.), duration (e.g. rhythmic nuance, use of sustain pedal), dynamics, and 
attack (e.g. legato, non-legato, phrasing). The performance suggestions are guided by 
this concept of interpretive parameters of piano performance. 
Second, the delivery of the following performance suggestions has to meet a set of 
"rules." As a study of the application of Schenkerian analysis to performance，the 
performance decisions considered are confined to those derived from the Schenkerian 
analysis. The performance suggestions, given as one plausible way of performing among 
various alternatives, are not intended to be the best or the only one in any way. Moreover, 
the performance suggestions are given according to the principles offered by Schenker 
himself and other theorists who utilize Schenkerian approach with consideration of 
particular “musical” circumstances. In case of conflicts among the principles offered by 
Schenker and those by other theorists, the decision depends on the context of the 
performance problem and the solution sought should best serve the highest level of the 
4iAccording to Diana Raffman (1993，104-9)，perceptual properties ofmusic are different from acoustical 
properties in that the former are properties resulting from the processing of perception whereas the latter 
are objective physical properties of sound. She also suggests that performance instructions are.vvritten to 
"define" the perceptual properties (intersubjective) of the music rather than the acoustical properties 
(physical). For more information, see chapters 4 and 6 ofDiana Raffman, Language, Music, and Mind, 
(Cambridge, Mass.: The MIT Press, 1993). 
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music. Finally, the performance suggestions should be as specific and precise as possible 
and be comparable to the performance instructions often found in music scores. 
One of the important performance problems of Chopin's B minor sonata is pointed 
out by Sutton (1973，13) who sees Chopin's extended movements as medleys of unrelated 
preludes or mazukas which lack powerful organization. Sutton also talks of the loose 
structure of the development section of the chosen sonata movement as a brief 
recollection of phrases from the exposition section. This view signifies the problem of 
creating a sense of continuity of the movement as a whole where exist a pair of contrasting 
theme groups: the first one is a chordal and a highly motivic group whereas the second is a 
cantilena. 
The answer for the problem of conveying some sense of continuity or coherence 
may be offered by Schenkerian conception under which a piece of music consists of the 
various levels of diminution of a tonic harmony; the formal division in principle should not 
be solely determined by foreground phenomena. Rather, the basic structural tones and 
their supporting harmonies must take priority over the foregr。’nd. As claimed ‘ ‘ 
Schenker and other theorists alike, these hierarchic levels can be :ulated according 
the respective hierarchic closures. A general directive—that it is ci I to bear in mind t 
tonal background when interpreting the foreground events in tc of their context 
higher level structure—can therefore be adopted when making p< rmance suggestioi 
That means continuity can be achieved only by combining "pro y" a series of toi 
motions. Thus, the formation and the shift of tonicizing gestures, 1 the enlargement 
motives created thereof, constitute the operationalized definitic )f the general tei 
"continuity." Apparently, these tonicizations can be assisted by tli )roper" treatment 
the lower level structures such as linear progression, reaching-ov leighboring motio 
and the like. 
Exposition (mml-93) 
A 
The exposition section brings the fundamental line to an ! aiption at 2. Th 
A 
means the tonal goal of this section is the 2 (C#). Certainly the d( iiding structural lii 
to this 2 deserves clear projection but the most important issue is ！ to characterize tl 
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lengthy prolongation of the 5 (F#) since the fundamental line does not actually decend 
until m88 and almost the whole exposition is a prolongation of the 5. Down to next lower 
level, this 5 is supported by subsidiary structural lines of different tonicized areas. It is the 
relationship between these subsidiary structures and those foreground features such as 
lower level lines, reaching-over, unfolding, neighboring motion, and so forth, which offers 
most analytical insights on which performance suggestions concerning the "expression" of 
A 
this 5 are based, (see Ex.4-2) 
The first subsidiary structural line enters directly without any displacement and 
ends at m8. The downbeats, the F# in mml and 5，are results of register transfer ofthe F# 
an octave higher so that they can receive full metric weight. The F# returns to its original 
position by an upward fifth-line (B-F#) in mm2-3. Due to its status merely as an upbeat 
chord, unlike the chord in m2bl where A# is the lower-neighbor ofB，the chord in m2b2 
preceding the fifth-line can be played very lightly, detached from the fifth-line, and through 
a crescendo upward progression back to Y# again in m3bl. The F#-A-G-F# motive in 
mm3-4 is enlarged on a higher level so that the chords could be phrased together as one 
unit and be played forte as shown in Ex.4-14.42 八 similar manner of playing applies in 
mm5-8 and 9-12. Although the II-V-I cadential formula tends to form a subsidiary 
closure at m8, the introduction ofD# in m8b2 diverges from the B minor tonality. Thus, 
the cadential formula can be played in strict time ofAllegro maestoso. 
Ex.4-14: m2b2-m4b2 
n .^-""^il ^~~^ 
p \ , , , , p t r p 
( y ^ " , i ^ n n i 叩 -
P " = = = = ^ f 
42The motivation for the slurring presented in Ex.4-14 is the correspondence with its enlargement on a 
higher level. However, the Polish Edition has a different slurring over the chords in mm3-4 where the 
slur only covers A-G-F#. 
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After the closure of the tonic (B minor) subsidiary structural line, the next one is in 
mediant (D minor) starting in m23 and thus a bridge passage is formed (mm9-22). The 
function of this bridge is to prepare for the tonicization of the mediant. The crucial step of 
shifting tonicization is the change of the tonal function of A# as a leading-note of B minor 
to Bb as a submediant of D minor. To accomplish this change of tonal function, the 
dominant chord ofB minor is altered to a Bb major chord by half-step adjustment (F#-F^ T; 
C#-D) and enharmonic respelling (A# =Bb) in ml6b4-ml7bl. With rich implications for 
performance, this event is prepared with a repetition of the opening phrase on a 
subdominant harmony (mm9-12) and a chromatic ascending line from E to A# over a 
dominant pedal harmony (mml4-16). Although mm9-12 sustains a subdominant harmony 
different from that of mml-4, both should be treated alike except that it is to be played 
softer like an echo. Again, the B-D-C-B in mmll-12 can be phrased as one unit. The 
sixteenths are utilized to elevate the voice from the E in ml2b3 to the A# in ml6b3. The 
first two sixteenth-figures in mml2-13 chromatically shift the subdominant chord in ml2 
to the dominant chord in ml4 and establish the momentum of the upcoming chromatic 
ascending line. The tenuto instruction in mml3-14 should be observed and from ml4b3, 
where the W of the dominant chord moves up to M and the sixteenth-figures are 
compressed as stretto，crescendo and slight accelerando may be applied until/or/e and a 
tempo in ml7bl. The pedal marks in mml5-16 suggest performers to pedal through rests. 
Although this pedal instruction seems to "cancel" the rests, it adds resonance and 
continuity to this chromatic ascent.43 
To reinforce the "new" tonal function of Bb from ml7，the foreground rhythmic 
pattern is abruptly changed and the original ascending upper voice is changed to a 
descending line from Bb. Performers can further assist this change in tonality by resuming 
the original tempo and emphasizing the counterpoint of the outer voices. That means the 
previous accelerando should no longer be effective from ml7bl and the outer voices 
could be played with utmost clarity, (see Ex.4-15) 
43According to Hinson's suggestions for pedaling Chopin's music, performers should not only follow 
Chopin's instruction to pedal through rests but also play staccato notes with the same touch and attack as 
ifwithout pedal. (1985，195-8) 
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Ex.4-15: ml4b3-ml9bl 
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Although the passage from ml8b2 to m22bl can be taken as one unit which is 
actually an eighth-line bringing the D down an octave, the introduction of the diminished 
seventh chord in ml9bl, which tonicizes the mediant (D minor), divides this eighth-line 
into two equal halves. With this implication of tonicization, mml9-21 can be played with 
a slight stringendo until the down beat of m22 where a series of reaching-over brings the 
"inner" voice up to a higher level tone A in m23. It is m22 which brings up for the first 
time two conflicting interpretations in tempo: whether to play stringendo through m22 
until m23 or to slow down in m22. As recommended by Kamien (1983) and Schmalfeldt 
(1985), and very likely by Schenker that reaching-over as a motion from an inner voice to 
an upper voice should be played better with forward motion, and probably with a 
crescendo as Kamien suggests. However, in this case, it is more preferrable to play m22 
with a ritardando until m23. The soluton of these seemingly conflicting interpretations 
held by Schenkerian theorists and the present author lies in the ability to observe 
Schenker's principle mentioned by Rothstein (1984) that one may hesitate until the entry 
of structural line and quicken to the next structural tone. Furthermore, it is important to 
recognize that the Schenkerian interpretation of playing reaching-over with forward 
momentum and very likely with crescendo as well may apply to those reaching-overs 
under the same structural line but with exception to those approaching a new structural 
line, like m22. Referring to Ex.4-4, it is shown that the reaching-over in m22 precedes the 
entry of a subsidiary structural line in mediant (D minor). Accordingly, the motion from 
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the structural tone A to the next structural tone G in m29, which is heightened by the 
chromatic lower neighboring note F# introduced in mm27-28, can be enhanced by 
accelerating from m27 until the arrival of G in m29. (see Ex.4-16) 
Ex.4-16: mm22-29 
^ r ^ i 3 r 5 . f c \ Ctx:sc. 7 , " ^ 一 一 、 、 、 
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According to Ex.4-5, the structural line of mediant minor starting with the A in 
m23 runs through the G in m29, the F^in m33, the E in m35, and the D in m41. 
Crescendo and accelerando in mm27-28 lead to the forte arrival of G in m29 marking its 
special supporting chord of bII in a D minor context. However, this G can be played in 
the original tempo and in strict time which is particularly essential to the expression of 
syncopation in mm31-37. The accent marks over the syncopated tones in this passage 
come in line with Schenkerian principle of expressing rhythmic activity which is in 
contradiction with the meter. Although there is a perfect cadence from m32b4 to m33bl, 
it should be regarded as passing in nature and the real tonal goal of the present structural 
line (A-D) is not reached until the D in m41. Thus slackening the speed at this passing 
cadence seems inappropriate. Variation in tempo should not apply until the cadenza-like 
passage in mm37-40 preceding the second theme group. According to Wolff (1990，205-
8)，cadenza-like passages in Chopin's music, instead of playing with rigid regularity, 
should start with accelerando and end with ritardando. This cadenza-like passage 
explores the tonal space ofthe dominant harmony of the mediant. To coordinate with this 
phenomenon, accelerando may be applied from m37b3 and ritardando may be applied 
from m39b2. 
With respect to the expression of the A-to-D structural line in mm23-41, attention 
is especially required approaching the end of the line. The A in m23 is emphasized by its 
90 
preceding slowed reaching-over in m22. The G in m29 is highlighted by its preceding 
lower neighboring note F# and its supporting bII chord. The F in m33bl is also 
emphasized by a sforzando and its tonic chord of mediant even though it is transient. 
These three structural tones (A-G-F) pose no problem in expression but the following E 
and D are little more problematic. The E sinks in the "sea" of its supporting harmony in 
mm35-40. Before the stretch of tonal space in the cadenza-like passage in m37, all 
harmonic tones C#, E，and G except the bass A are of equal importance. These three 
notes are not differentiated in degree of significance in mm35-37 until the LH broken 
chord (E-A-C#-G) is introduced at the end of m38. Among them, the A is the most 
important note for its being as a bass support to be moving onto the tonic D whereas the E 
and G can be said to be more or less the same in importance. In terms ofregister, the E in 
m38b3 and the G in m39bl, both in the LH, are to be resolved in m41 where the E moves 
to the D in the LH in m41bl (repeated by the D in RH in m42b2) and the G moves to the 
F# in the RH in m41b2. These voice-leading activities (A-D; E-D; G-F#) are partly 
assisted by the temporal adjustment, especially the ritardando in mm37-40. Moreover, 
the pedaling instruction in mm38-40 also plays a part in enhancing the clear expression of 
voice-leading. Thus, it is more preferrable to hold the pedal from m38bl long enough 
through the rests as Chopin's instruction indicates until m40b2 to bring the harmony and 
its resonance closer to the tonic chord in m41. The ritardando would have its greatest 
effect near the end ofm40, where the pedal is also released, for better clarity of drawing 
the A to the D in m41. The E and the G in the LH broken chord can be accented a little 
with respect to the ensuing the D and the F# in m41 where sostenuto is indicated. The D 
in the first triplet ofthe LH in m41 can be slightly held. This emphasis of the D not only 
reminds one ofits status as the resolution of the previous E but also helps to establish the 
triplet rhythmic pattern starting from m41 and to prepare for the F# in the RH in m41b2 as 
the resolution ofthe previous G. This F# requires no extra emphasis because of its status 
A 
as the beginning ofthe second theme group which marks the return of the highest level 5. 
(seeEx.4-17) 
The indication ofthe instruction sostenuto given by Chopin above the F# in m41 is 
twofold: (1) this cantilena starting from the RH melody is to be played a little slower, at 
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least in feeling, than the previous maestoso; (2) any variation in tempo should not be too 
much. This instruction should guide the general strategy of tempo, particularly in the 
playing of ornaments and in emphasizing some structural points. 
Ex.4-17: mm37-41 (from Chopin/Paderewski 1950, 73-4) 
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According to Ex.4-6, the motion from the F# in m41b2, through the G in m45bl, 
^ to the A in m48b3 is an "initial ascent" to a subsidiary structural fifth-line from A to D in 




proper performance treatment. This passage of ascent can then be understood as two 
phrases: one from the F# in m41b2 to the G in m44b3; another one from the G in m45bl 
to the A in m48b3. Legato playing of these phrases is necessary to express the continuity 
of this initial ascent. This may be done either by pedaling through the quarter rests or by 
holding the notes of phrase-end a little bit beyond their written values. Furthermore, these 
structurally important tones (F#-G-A) are emphasized by their own embellishments, the F# 
by its upper neighboring note G，the G by its appoggiatura A，and the A by its chromatic 
passing G#. According to Schenkerian principle, all of them could be slightly accented 
and followed by diminuendo. In addition to the accent, the appoggiatura A and the 
passing G# should possess an impression of a very slight ritardando, expressed through 
temporal adjustment within the LH broken chord, as embellishments of phrase-end. This 
effect can be created by slightly quickening and slowing the LH broken chord without 
affecting the general tempo of the passage. Accordingly, the arrival of the G in m45bl 
and the A in m48b3 implies the resumption of "even" tempo in the LH because they start a 
new phrase and these two places could be played in the same manner as m41b2. ln 
mm43-45，the tenor voice in the LH broken chord (A-B-B-C-C#) should be brought out 
to emphasize the formation ofthe tritone (C#-G) in the first half of m45. This interval is 
resolved in the next phrase intermediarily at the end of m48 and finally at the end of m50. 
(seeEx.4-18) 
Ex.4-18: mm41-48 
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The A in m48b3 starts a subsidiary structural line which is extended until its close 
on the D in m76bl. That means this structural A is prolonged from m48b3 up to at least 
m65. Under this lengthy prolongation of A, there are register transfer，sixth-line, and 
unfolding. The first event is the register transfer of the A in m48b3 to the A in m50b3. 
This A is sustained from m50b3 to m52b3 before it changes its function as a starting note 
of a sixth-line ascending to the F# in m56. The first part of this sixth-line from A to C# is 
emphasized by the trill on the B in m52b4 and the leap from A to C# in m54bl which is 
repeated in m55bl just before and after the ornament in m54. The second part of this 
sixth-line from C# to F# is emphasized by the trill on the E# in m55b3. Before its 
unfolding in mm61-65, the last note of the sixth-line F# is prolonged with a compound 
neighboring motion (F#-G-E#-F#) in mm58-59, which is enlarged in the development 
section, and the elevation ofF# to A in mm59-60. The last event under this prolonged A 
is the unfolding of the D major harmony in mm61-65. 
The understanding of this prolongation of A has relevant implications in phrasing 
and nuances in both temporal adjustment and dynamic shading. In connection with 
phrasing, the A in m48b3 may assume a dual role ofbeing the end of the previous phrase 
and the beginning of the phrase as a descending eighth-line to the A in m50b3. The next 
phrase, with the aim of changing the function of the A to being the first note of an 
ascending sixth-line, starts with the F# in m50b4 up to the A in m52b3. This A in m52b3 
also acts as both the ending of the previous phrase and the beginning of the next phrase up 
to the F# in m56bl. This phrase of a sixth-line could be understood as a complete unit 
although it is "fragmented" by the ornament in m54 and its subdivision into two lines from 
A to C# and from C# to F#. The F# in m56b2 starts another phrase extended through a 
compound neighboring motion and the elevation from F# to A up to the end of m60. The 
next unit is the unfolding o f D major harmony in mm61-64 which is interrupted by a 
diminished seventh chord in m65bl. This diminished chord of E minor changes the 
ftmction ofA leading to the close of the subsidiary structural line (A-D) in m76. (see Ex.4-
19) 
With respect to nuances in temporal adjustment and dynamic shading, the 
following suggestions are given phrase by phrase and the Schenkerian principle of dynamic 
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r: 
shading is invoked. The first phrase of eighth-line (m48b3-m50b3) could possibly be 
closed with diminuendo over the triplet from C# to A The following transitional phrase 
(m50b4- m52b3) anticipates F#, which is the goal tone of the coming sixth-line, and 
emphasizes A，which is the starting note of that sixth-line. These two notes, the F# in 
I m51bl and the A in m52b3, are already emphasized by their respective sixteenth-note 
I anticipations. The only thing needed is to close this phrase with diminuendo from C# to A 
I just like its counterpart in m50. (see Ex.4-19) 
m^ 
！ Ex.4-19: m48b3-m65bl 
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：' The closing A in m52b3 is also the beginning of a sixth-line to the F# in m56bl. 
j Unlike the F# in m50b4 which is supported by D major tonic chord, the F# in m56bl is 
1 -
r supported by an F# minor chord as a temporary tonicization within the overall D major 
‘ tonality of the second theme group. Thus, this phrase may be played with a general 
霡： 
I crescendo towards the temporarily tonicized F# at the end ofthe phrase. However, this 
m 
1 should be realized according to the foreground phenomena--the ornament in m54 and the 
I C#-to-E# over the dominant chord of F# minor in m55. The phrase can be started with 
I crescendo up to the C# at the end ofthe triplet in m54bl. According to the information 
I provided by Eigeldinger (1986，53)，ornamental passages "should be played more slowly 
|
at the c o m m e n c e m e n t and accelerated towards the end." In this case, while keeping the 
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LH in strict time, the ornamental passage in m54 can begin with rHardando and then 
accelerando towards the A in m55bl. Nevertheless, the A in m55bl should continue to 
move forward until the F# at the phrase-end in m56bl. In m55, the C#-to-E#，as the root-
to-third of the dominant chord, may be expressed with crescendo to the forte. This 
tonicized F# in m56bl can be further emphasized by ritardando applied to the E# trill in 
m55b3 until the arrival ofthat F#. (see Ex.4-19) 
This ritardando could be balanced with accelerando in m56 where the F# initiates 
a new phrase (m56b2-m60b4) bringing the music back to D major. The arrival of the D 
major dominant chord signifies that the accelerando in m56 may lead to a tempo in 
m57bl. The compound neighboring motion (F#-G-E#-F#) from m58bl to m59bl 
requires no extra effort because both F#'s are in a strong metric position, the G in m58b4 
is emphasized by its preceding sixteenth-note anticipation, and the E# in m58b4 is a lower 
chromatic neighboring note. The continuation of the cantilena style carries the F# to the A 
in m60b3. Although the cantilena phrase ends in m60, its dynamic level should not drop 
as it continues forward to the "thicker" texture of the unfolding in mm61-64. In contrast 
to the cantilena, the thick texture of mm61 -64 implies a louder dynamic shading as a final 
event of prolonging the A which is interrupted by the diminished seventh chord in m65bl. 
(see Ex.4-19) 
In mm65-76, the A-to-D structural line is running to its close. The E minor 
diminished seventh chord in m65bl replaces the previous D major harmonic support of A. 
On the one hand, this diminished chord interrupts the current D major tonal area; on the 
other hand, it is a preparation of the E minor chord-supertonic chord ofD major--in m68 
which is presented in chordal form in m69 supporting the structural G in m69b3. The 
dominant chord in m69b4 is unresolved until mm74-75 where the two complete measures 
function as a dominant harmony leading to the tonic chord in m76bl. (see Ex.4-20) 
To express the close of the structural line and the divergences in-between, the 
control oftemporal nuance is extremely important. According to the suggestions given by 
YaDeau (1980), a diminished seventh chord that interrupts tonicization can be played 
rHardando and a tonicizing gesture that approaches its tonal goal can be played with 
forward drive. Thus, the diminished seventh chord in m65bl would call for ritardando 
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and the tonicizaton of the E minor chord started in m66bl would call for a tempo. The 
initiated sixteenth-note motion is interrupted by the block chords in m69. Although these 
chords seem to close the structural line, the tenuto instruction is "enough" and ritardando 
seems unnecessary because the attempt to close the line is frustrated by the divergence of 
the dominant harmony through the resumption of the sixteenth-note motion and the use of 
remote harmonies in mm70-73. The tonal goal D is then suspended until the return of the 
dominant function in mm74-75 which brings the structural line to an emphatic close in 
m76bl. In addition to the divergence in mm70-73, the sixteenth-note motion is "slowed" 
down by the introduction of eighth-note triplets in m73b3 and eighth-note duplets in m74. 
Therefore, a tempo in m66bl could be effective throughout and ritarda)ido had better not 
be anticipated until m75b3, as indicated in the score, where the structural E is brought to 
the structural D in m76bl. To emphasize the real structural closure in m76bl, this 
passage (mm65-76) may be kept piano through m69, which is a quasi-closure, until m72 
where crescendo can be applied to accompany the tonicizing gesture towards forte at the 
arrival of dominant in m74. Due to the dolce extension after the real structural closure, 
m75 can be played diminuendo to make a "smooth" transition to that extension, (see Ex.4-
20) 
Ex.4-20: m65bl-m76bl 
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According to Ex.4-6, this dolce extension can be regarded as a codetta of the 
exposition section. There are two events in this codetta: one is an echo of the A-to-D 
structural line from m76bl to m84bl; another one is a descending sixth-line from the D in 
m84bl back to the highest level 5 (F#) in m88bl. The echo can be subdivided into two 




reached by reaching-over in m79bl tends to close the line but is suspended by the 
continuation of the reaching-over series to the F# in m79b4. According to Kamien (1983) 
and Schmalfeldt (1985), reaching-over could be played crescendo and with forward 
motion. Thus, the reaching-over series in mm78-79 and 82-83 may be played crescendo 
and accelerando. These reaching-over series are each preceded by an ornament (mm77 
and 81) with its accompanied ritardando to "balance" their accelerando. The interruption 
can be expressed with slight diminuendo and ritardando exactly at the introduction of the 
G-F# reaching-over in m79b4 signifying the suspension of closure. After the interruption, 
the tempo could be resumed in m80bl. Like the previous ornament and reaching-over, 
the ornament in m81b4 can be played ritardando and the reaching-over in mm82-83 can 
be played accelerando with crescendo. Unlike after the interruption in m79, a crescendo 
could be sustained until the arrival of the D in m84bl from which a line descends 
diminuendo to the F# in m88. However, an accelerando seems appropriate to remain 
effective until the F# in m88 which marks the completion of the 5 prolongation extending ‘ 
• 1' 
‘ i 
throughout the whole exposition section. From m88 on，the tempo may be resumed so the \ 
( 
. 1 




Ex.4-21: m77b4-m88bl | 
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For the first playing, the 5 (F#) descends only to the E in mm90-91 which is better 
understood as a lower neighboring motion of the previous F# in the first ending and the 
one to be repeated at the beginning of the exposition section. To connect the first ending 
ofthe exposition to its beginning, the E in m90bl could be expressed as a neighboring 
motion and the upward octave transfer of the M ofthe bass in m91 could also be clarified 
as a return to its obligatory register. Although the E is already emphasized by the major 
second interval formed with the alto D underneath, it can be further emphasized by an 
accent so that it can last for altogether six beats before its return to the structural F#. The 
octave transfer in the bass from m90b3 to m91bl can be clarified by playing the bass trill 
diminuendo and this place would seem more appropriate to be free of a sustaining pedal, 
(see Ex.4-22) 
A A 
For the second playing, the main task is to bring the 5 (F#) in m88, through the 4 
(E) in m92, the 3 (D) in m93bl, to the 2 (C#) in m93b3 which is prolonged throughout 
the development section. To express the connection of this descending part of the 
fundamental line to its interruption, the counterpoint between the upper voice F#-E-D-C# 
and the bass D-(A-A#)-B-FW can be clearly projected with penetrating tone color, (see 
Ex.4-22) 
Ex.4-22: mm88-93 
ff^^ “ ‘ '3. ^ 
'^Y ‘ * 丨 7 〒 : 云 吞 
CLt<UApo 
^ = ^ = 三 云 ^ ^ 
^ 开 • 丨 丁 二 1二二叫嫌 11=二 I— • 
� ^ i p ^ 7;(p^ 丁 
hop^^l 
99 _ ^ — — — — — — M — — m o « — 
• 1 -
Development (mm94-150) 
According to Ex.4-7，the development section is a prolongation of the 2 (C#) 
within which there are four relatively stable tonicizing gestures, each supported by a II/IV-
V-I cadential formula, in a highly chromatic context. These tonicizing gestures are stable, 
relative to their context, in a sense that they possess to a certain extent a "feeling" of key 
with their cadential harmonic support and, possibly, their foreground gesture. More 
importantly, these tonicizing gestures are different from those in the exposition section in 
that tonicizations in the development section are temporary or short-lived which are 
redirected after the arrival of their respective tonicized goals whereas those in the 
exposition section are extended from their respective subsidiary structural lines which are 
absent from the development section. To be sure, the awareness of these tonicizing 
gestures should have remarkable implications in performance interpretation. 
As shown in Ex.4-8, the first tonicizing gesture, supported by cadential formula in 
B minor, appears in mm99-100 with the F# in mlOObl as its goal. From the interrupted 2 
(C#) in m93b3 to this F#, there exist an unfolding from the C# in m93b3 to the B in 
m97bl, a neighboring motion B-A#-B from m97b2 to m99b3, and an ascending fifth-line 
from the B in m99b3 to the F# in mlOObl. The unfolding in mm94-97 is characterized by 
a motive t h a t 」 」 J S^ J J J J 」which is first introduced at the end of the exposition 
N ^ 
section in the LH part in mm88-89. This motive is stated in stretto in mm96-97 which 
leads to the return of the first theme of the exposition section in m98b4 approaching the 
tonal goal F# in mlOObl at forte level. According to Rothstein (1984), Schenker would 
accelerate the stretto ofmotive. Thus, the stretto can be played with an accelerando until 
the arrival of the F# in m99bl from which a fifth-line ascends to the F# in mlOObl. The 
return ofthe theme, together with its tonicizing gesture, a tempo , resembling the opening 
ofthe movement, can be in effect from m99bl. To emphasize the relativestability of this 
tonicizing gesture, the a tempo instruction is best maintained from m99bl to at least 
mlOObl. (see Ex.4-23) 
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Ex.4-23: m94bl-ml00bl 
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The next tonicized area is C minor in mllObl-mlllbl with its tonal goal G in 
ml 1 lbl. According to Ex.4-9, the tonicization of C minor is achieved by first redirecting 
the tonicized B minor, and then forming a dominant seventh chord of F through altering a 
diminished seventh chord, and finally going through a series of diminished seventh chords, 
the cadential formula IV-V-I of C minor is introduced. The first step of redirecting the B 
minor tonicized is the continuation of the F# in mlOObl to the A in mlOlbl over an F# 
minor chord. The weakness of this B minor tonicization is partly due to the use of first 
inversion chord to support the F# in mlOObl. This continuation to the A in mlOlbl 
results in a rhythm 丄 J J J J I J J73 J J J which is not fully presented again until 
mmllO-117. However, the dotted rhythm from this pattern is extensively used in the 
process of voice exchange in ml03 between the soprano (Fx-G#-A#) and the bass (A#-
G#-Fx) and the register transfer of G in mml05-106. The completion of the voice 
exchange rests on a diminished seventh chord in ml04bl which is transformed to a 
dominant seventh chord ofF in ml04b3 by enharmonic respelling and half-step alteration 
ofDb to C. This chord goes through "reposition," including the register transfer of G, and 
leads to a series of diminished seventh chord in mml07_109 featuring a rhythmic motive 
J I J J developed from the register transfer in ml05b4-ml06b3. This series of 
diminished seventh chords leads to the IV-V-I cadential formula of C minor in ml01. 
The knowledge of these harmonic and motivic events in mmlOO-111 forms a 
rational basis for performance interpretation of that passage. Concerning temporal 
nuance, the a tempo instruction from m99 could be in effect until ml06 where 
accelerando could be applied up to ml 10. The arrival of the C minor cadential formula 
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and the use of the previous rhythmic motive (from m99b2-mlOlbl) at ml 10b3, as the first 
among a series, would call for tenuto. The decision of playing a tempo until ml06 is 
based on the following observations. The rhythmic pattern formed by the continuation of 
the F in mlOObl to the A in mlOlbl is not completely repeated until mmllO-117 except 
the use of dotted rhythm in mml03 and 105. Thus, the introduction of this rhythmic 
pattern without repeated use in a form of stretto does not create an urge to accelerate. In 
addition, the voice-leading activities in mml03-106 such as voice exchange, change of 
tonal function by enharmonic respelling, transformation of diminished to dominant seventh 
chord by half-step adjustment, and the "reposition" of that dominant seventh chord, all call 
for a clear expression which is confirmed by a rhythmically less active writing style of 
those measures. Therefore, the tempo should remain stable until the introduction of the 
rhythmic motive comes from the register transfer of G in ml05b4-ml06b3. Apart from 
maintaining a stable tempo, the tones involved in the voice exchange and the half-step 
adjustment may be projected or "singled out" to clarify the details of voice-leading. The 
accelerando applied to mml06-109 is supported by the repeated use ofa rhythmic motive 
」I j 」alternated between the hands. .The arrival of the C minor cadential formula 
brings back the motive from the B minor cadential formula. Being the first presentation of 
^ 
the motive in a series, it may be played ienuto and "save" the ?iCcelerando for its 
subsequent appearances in ml 12b3-ml 17bl. Moreover, the articulation of the ascending 
part of this motive should resemble its treatment at the beginning of the movement: 
playing the upward line crescendo and its preceding eighth-note lightly and detached. 
Regarding dynamic shading, the sempre forte instruction above mllOb3 can be followed 
because the passage mmllO-117 is a contrast leading to the partial return of the second 
theme which is lyrical in character, (see Ex.4-24) 
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Following the C minor tonicizing gesture, the next one in Db major settles by 
ml l9 with the arrival of its tonic harmony supporting its goal FN in ml23bl which is 
actually prepared as early as mll5 where its cadential formula II-V-I starts, (see Ex.4-10) 
The dominant harmony of this cadential formula arrives at mll7 marking the reference to 
the lyrical second theme. This reference to the second theme also brings back the 
compound neighboring motion in ml20bl-ml21bl as Ft| -Gb-E^ -F^ . To connect these 
two tonicizing gestures of contrasting foreground, as shown in the score, the passage from 
mllO to mll7bl may bring the dynamic level to forte at mll7bl and drop suddenly to 
piano so as to contrast the two different characters of the first theme and the second 
theme. After the tenuto from mllOb3, accelerando can be applied to the subsequent 
appearances ofthe first theme motive from ml 12b3. Although the reference to the second 
theme could be played sostenuto, the arrival ofDb major dominant chord in ml 17 should 
avoid too abrupt a change in tempo. Instead of changing the tempo suddenly, performers 
can change to sostenuto playing gradually through the LH broken chords in mml 17-118. 
Like those in other places, the compound neighboring motion in ml20bl-ml21bl needs 
no extra-effort. The sixteenth-rest in ml21b4 could be pedaled through in order not to 
interrupt the prolongation of the F. (see Ex.4-25) 
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I Ex.4-25: ml 12b2-ml23b4 
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As shown in Ex.4-11, after the tonicized Db major, the next step is the re-
r 
A 
establishment of the tonic tonality B with its return of the 5 (F#) at the beginning of the 
recapitulation section. In a foreground sense, the Db major area is redirected by a half-
• 
'.. step shift to Eb major, without really being tonicized, which is redirected to the 
: tonicization of B major in ml35bl-ml37bl. Unlike the previous Db major area, the 
I attempt to tonicize the Eb major from ml25 is frustrated. Harmonically speaking, the Eb 
1^  major area is a prolongation supported by its dominant harmony without a "terminal" tonic 
1 harmony and a cadential formula. In addition, the dominant chord of Eb major is 
f 
transformed into a diminished seventh chord in ml32 which further weakens the 
i£ 
fe tonicization of Eb major. The temporary tonicization o fB tonality in mml35-137 re-
, establishes the F# which is brought back to the interrupted 2 (C#) before the recapitulation 
:? section. 
；： To shape these shifting gestures according to the suggestions given by YaDeau 
巧 （1980)，ritardando can be applied to places where shifting occurs. Thus, the 
峰 
t transformation of the supposedly firmly established Db major chord to the dominant 
I seventh chord ofEb major in mml24-125 can be played ritardando in ml24 and back to a 
I tempo by ml25b3 where the shift to Eb major is completed in the foreground sense. In 
I ml26bl-ml28bl, the compound neighboring motion is stretched from one measure in 
I length to two measures due to the addition of some "boundary-play" above Ab between 
Eml26b2 and ml27b3. Ifthe neighboring motive is to be expressed as it is in other places, these notes of "boundary-play" may be played leggiero-^s light as possible. The a tempo 
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from ml25b3 could be maintained until the next shifting gesture in ml32 where the 
diminished seventh chord ofE minor is shifted into the C major dominant seventh chord in 
ml33bl. The introduction of this dominant seventh chord does not offer a real 
tonicization; instead, it leads to a series of progressions from the diminished seventh chord 
to its tonic minor chord. This state of indefinite tonal goal is changed with the 
introduction of the B major cadential formula II-V-I in ml35. This tonicization o fB 
major, together with the triplets in ml36, brings back the chordal style in mml37-138 
which is already experienced in mml7-18. The ritardando in ml32 can be 
counterbalanced with accelerando and crescendo from ml35b3 intensifying the 
tonicization o fB major until the forte chordal style in ml37bl at which a tempo may 
become effective to resemble the performance style presented in the exposition section, 
(see Ex.4-26) 
Ex.4-26: ml24bl-ml37bl 
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According to Ex.4-11, the passage from ml37 to ml50 aims at establishing the 
dominant harmony of B minor to support the F# and over the same harmony the F# is 
brought down to the C# as the close of a lengthy prolongation. The chordal style in 
mml37-138 brings the line down to E in ml39bl which is elevated back to the F# in the B 
minor dominant in ml42bl through E# in mml40-141. With only a passing cadence from 
ml43b4 to ml44bl, the dominant chord established in ml42bl is extended until the 




and then descends through E and D, down to the C# in ml46bl. From ml47b3 to the end 
ofml50, a cadenza-like passage leads to the recapitulation section. 
Ex.4-27: mml46-151 (from Chopiny^aderewski 1950，82) 
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To connect the end of the development section with the recapitulation section, it 
i seems preferrable to maintain a tempo from ml37bl to ml47b2 where the cadenza-like 
i passage begins. Unlike the similar passage in the exposition section, which is a downward 
•^••1 
:! line to be played stringendo, the role of mml39-141 is just an emphasis of the dominant in 





syncopations in mml42-145, they may be played in strict time and should avoid slowing 
down at the passing cadence in ml43b4-ml44bl. Moreover，the compound neighboring 
motion can be expressed simply by giving accents to the G in ml45b2 and the E# in 
ml45b4, whereas the F# in ml44bl, besides the F# bass，is reinforced by the W in 
ml44b3. Like the cadenza-like passage in the exposition section, this passage should be 
played accelerando and crescendo in the ascending portion from ml47b3 to ml49b2 and 
ritardando and diminuendo in the descending portion from ml49b3 to the end ofml50. 
(see Ex.4-27) 
Recapitulation (mm 151 -204) 
A comparion of Ex.4-6 with Exx.4-12 and 4-13 would show that the structural 
design of the second theme group of the exposition section is almost the same as that of 
the recapitulation section. Both of their structural lines are fifth-lines, preceded by "initial 
ascent" and repeated. Moreover，most of the details of voice-leading are nearly the same. 
While the second theme group in the exposition section is in D major, the recapitulation 
section is in B major. One more exception is the ending. The exposition section leads to 
the interruption on the 2 (C#) whereas the recapitulation brings the structural line to a 
close on the t--the tonic B. This difference in ending is exhibited on the surface of the 
music. The exposition section ends with the anticipation of a motive to be used in the 
opening of the development section in addition to the 2. By contrast, the recapitulation 
section ends with a flourish of sixteenth-note figures aiming at stretching again the tonal 
space and finally returning to the obligatory register in chords. 
Due to the congruence in their structural design, most of the performance 
suggestions given for the second theme group ofthe exposition section are also applicable 
to the recapitulation section. The only exception is the ending of the recapitulation 
section. The sixteenth-note flourish could possibly start with piano in ml98, then 
accelerando and crescendo to the highest point in m201bl where a slight lingering may 
take place and continue to the low B in m202bL At this point a tempo seems appropriate 





In this chapter, a Schenkerian analysis and some performance suggestions of the 
first movement of Chopin's B minor sonata by the present author are presented. Although 
the analysis is not the best or the only reading of the sonata movement, it presents analytic 
findings that are unique to other's. A comparison with Arnold's (1992) analysis of the 
same movement shows that the analysis in this thesis offers new insights of the music such 
as the discovery of the subsidiary structural lines in the exposition section, the shifting 
tonicizing gestures in the development section, the structural understanding of the coda, 
and the enlargement found throughout the movement. The delivery of performance 
suggestions is guided by that analysis and those principles extracted from applications of 
Schenkerian analysis to performance by Schenker himself and other theorists. In 
accordance with the concept of applied analysis, the performance suggestions are given as 
precisely and positively as possible. Besides the structural knowledge of the music, 
interpretations are formed with reference to the particular "musical" circumstances as well. 
For Chopin's sonata movement, performance suggestions are offered concerning the 
expression of voice-leading activities such as neighboring motion, counterpoint, 
enlargement, and many others through phrasing, the control of temporal nuance, dynamic 
shading, and the like. It is found that some performance interpretations coincide with 
performance instructions ofChopin and those of other interpreters ofChopin. It is shown 
that the use of Schenkerian analysis in Chopin's sonata movement provides not only a 







The objective of this thesis is to demonstrate and explore the application of 
Schenkerian analysis to performance interpretation. This objective is implemented by 
conceptualizing the role of analysis in performance—the ideal of applied analysis—and 
going through three analytical stages particularly related to the use of Schenkerian analysis 
in performance decision making. To begin, the concept of applied analysis is formulated 
with reference to a general literature survey on the application of analysis to performance. 
In an attempt to understand Schenker's views on performance, the first analytical stage 
involves a study of Schenker's original analysis and performance commentary of Chopin's 
G-flat major etude, op.lO, a summary of some of his essays related to performance, and a 
summary of Rothstein's study of Schenker's annotation of Beethoven sonatas. In the 
second analytical stage, the practice of applying Schenkerian analysis to performance by 
； other theorists is studied. Principles of deriving performance suggestions inferred from 
the first two analytical stages, together with the guidance from the ideal of applied 
analysis, are operative in the third analytical stage at which performance suggestions are 
generated in accordance with those principles and the Schenkerian analysis of the first 
movement ofChopin's B minor sonata by the present author. 
From the literature on the application of analysis to performance, the ideal of 
applied analysis is formulated in terms of its relevance to performance issues, its precision 
in giving performance suggestions, and its capability of offering positive instructions. It is 
these criteria that guide the examination of theoretical works of Schenker himself and 
those of other theorists and set the direction for generating performance suggestions for 
the first movement of Chopin's B minor sonata. In connection with its relevance to 
performance, Schenkerian analysis is found to be decisive in performance issues such as 
temporal control，dynamic shading, articulation, and so forth. Structural features, for 
instance, structural lines, shifted tonicizing gestures, and reaching-over, discovered 
through Schenkerian analysis are determining in temporal adjustment. Many foreground 
features，neighboring motion, appoggiatura, suspension, for example, and motion from 






features, such as linear progression and enlargement, form the foundation for decisions on 
articulation. Thus, Schenkerian analysis is highly relevant to performance that almost all 
structural features could be decisive in performance interpretation. 
With respect to the degree of precision of the performance suggestions generated 
from Schenkerian analysis, Schenker himself ofFers clearer performance suggestions for 
foreground features than those for higher level structures，particularly the structural lines. 
Nonetheless, such suggestions are available in the studies of other theorists. Rothstein's 
(1984) recount of Schenker's annotation of Beethoven sonatas is particularly essential in 
that it clarifies Schenker's views on the relationship between structural features and 
performance decisions concerning temporal adjustment and dynamic shading. In other 
studies, to mention a few, YaDeau (1980) correlates tonicization with temporal control, 
Kamien (1983) and Schmalfeldt (1985) correlate reaching-over with dynamic shading and 
temporal adjustment. 
Concerning the way of giving performance suggestions, those offered by Schenker 
himself are mostly positive even though some of them are ambiguous. Interestingly, some 
theorists, like Schmalfeldt (1985) and Beach (1987)，tend to make performance 
suggestions by telling performers what not to do more than telling them exactly what to 
do. This negative way of giving performance suggestions is due to the idea that a 
particular analytic observation can be expressed with a variety of performance means. 
Apparently, the tendency to avoid giving positive instructions can be seen as a way to 
respect performers' autonomy; these theorists try to leave more room for performers by 
giving negative instructions to avoid "misrepresenting." However, the present author 
contends that performance suggestions，if not intended to be binding, should be given 
positively as a plausible way of performing among various alternatives. Positive 
suggestions possess the advantages ofbeing clear and less abstract which most performers 
would probably welcome. 
In the first analytical stage, some of Schenker's theoretical works related to 
performance are studied. Principles extracted from his analysis of Chopin's G-flat major 
etude include: (1) adherence to authentic performance; (2) expression of foreground 
events; (3) projection of higher level motives; and (4) expression of linear progressions. 
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The first three principles are supported by precise and specific performance instruction 
although the expression of linear progression is ambiguous. From other performance 
related essays, the following principles can be formulated: (1) hierarchic dynamics; (2) 
temporal change between structural points; (3) execution of repeat marks; and (4) 
expression of conflicting rhythmic activities and contrasting articulations. In his study of 
Schenker's annotation ofBeethoven sonatas, Rothstein (1984) identifies five categories of 
performance annotations. They are: (1) dynamics; (2) temporal nuance; (3) legato 
playing; (4) fingering; and (5) pedaling. All these principles show that Schenkerian 
analysis is strongly relevant to performance decisions. 
In the second analytical stage, the literature on the application of Schenkerian 
analysis to performance by other theorists is studied and the following principles ofgiving 
performance suggestions can be summarized. They include: (1) the significance of 
structural lines and subsidiary linear progressions in phrasing, tempo, and tone color; (2) 
the treatment oftonidzation through temporal control; (3) the expression of enlargement 
by proper articulation and tone qualities; (4) the characterization of reaching-over with 
dynamic shading and temporal intensity; (5) the facilitation of register transfer by tone 
color control; and (6) the projection of foreground features through dynamic nuance. In 
their studies, these scholars highlight many analytical features through Schenkerian 
analyses and propose performance suggestions according to different structural features 
and specific musical context. Their studies show that Schenkerian analysis is relevant to 
performance issues and that aspects ofmusical interpretation can be derived from such an 
analysis. Although performance suggestions arisen from an analysis are not the one-and-
only interpretation, they should illuminate a performers' view of the music and shed light 
on other creative approaches. 
In the third analytical stage, a Schenkerian analysis and performance suggestions of 
Chopin's sonata movement by the present author are presented. Although the analysis is 
not necessarily the best or the only reading of the sonata movement, the analysis presented 
in this thesis is unique in its discovery of some structural features, for example, the 
subsidiary structural lines in the exposition section，the shifting tonicizing gestures in the 




throughout the movement. Among the performance interpretations offered for Chopin's 
sonata movement, some of them coincide with performance instructions of Chopin and 
those of other interpreters of Chopin. It is also shown that the use of Schenkerian analysis 
in Chopin's sonata movement provides not only a rational basis but also an unique way of 
forming performance interpretation of the music. Schenkerian analysis is unique in that it 
uncovers various levels of musical structure underneath the foreground such as the Ursatz, 
its subsidiary structural lines, and other lower level features. Through Schenkerian 
analysis, the process of composing-out is made intelligible by showing how the 
composition becomes what it is like through various levels of diminutions. Moreover, the 
discovery of enlargement in Chopin's sonata movement gives further evidence on the 
close relationships between different structural levels. Schenkerian analysis brings forth an 
analytical view that would otherwise be ignored. This analytical view is the basis for a 
distinctive interpretation which takes into consideration various levels of the musical 
structure. Players or listeners of Chopin's music could benefit from such an approach to 
analysis and the performance suggestions which shed further light on their performance or 
appreciation. 
The present study is also valuable to those interested in the application of 
Schenkerian analysis to performance. Through the three analytical stages, Schenkerian 
analysis is shown to be relevant to performance decisions. Whether the suggestions are 
precise and positive or not depends on the way in which the analyst makes suggestions, 
selects terms, and the way they are put. The first analytical stage shows that Schenker is 
concerned with performance and his theoretical works are full of performance 
implications. To supplement Schenker's own principles of giving performance 
suggestions, applications of Schenkerian analysis to performance by other theorists are 
studied in the second analytical stage. Although the success of these studies varies among 
the different scholars, it is shown that analytical findings from Schenkerian analyses carry 
rich implications for performance interpretations. The third analytical stage offers 
interpretive insights which are supported by an unique and rational analysis of Chopin's 
sonata movement. To be sure, Schenkerian analysis is not the only kind of analysis 
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relevant to performance, and investigations into the application of other theoretical 
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SCHENKER'S THEORETICAL WORKS 
Year Publication 
1904 Ein Beitrag zur Ornamentik 
A Contribution to the Study of Ornamentation] 
translated by Hedi Siegel in The Music Forum IV (1976) 
1906 Harmonielehre [Harmony] * 
translated by Elisabeth Mann Borgese in 1954 
1908 Instrumentations-Tabelle under a pseudonym "Arthur NilofF' 
1910 Kontrapunkt [Counterpoint] part one * 
1912 Beethovens neunte Sinfonie [Beethoven's Ninth Symphony: 
translated by John Rothgeb in 1992 
1921-24 Der Tonwille [Ten Issues' 
1922 Kontrapunkt [Counterpoint] part two * 
1925 Das Meisterwerk in der Musik [Three Yearbooks] book one 
1926 [Three Yearbooks] book two 
193 0 [Three Yearbooks] book three 
—13 essays were translated by Kalib (1973) 
1932 Funf Urlinie-Tafeln [Five Graphic Analyses] 
1933 Johannes Brahms. Oktaven und Quinten 
translated by Paul Mast in The Music Forum V (1980) 
• 
1935 Derfreie Satz [Free Composition] * 
* These comprise the series entitled Neue musikalische Theorien und Phantasien [New 
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